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ABSTRACT
This thesis examined an occupational group, ha ir  s t / l i s t s ,  and in 
doing so used a visual methodological o r ien ta t io n  to c o l l e c t ,  analyze,  
and present data. The - f i rs t  purpose o-f th is  study was to examine and 
describe the social world o-f the ha ir  salon -from the point o-f view o-f 
the ha ir  s t y l i s t .  The second purpose o-f th is  study was i t s  visual  
o r ie n ta t io n .  The researcher used s t i l l  photography in conjunction 
with p a r t ic ip a n t  observation to c o l l e c t ,  analyze and present data.
Hair s t y l i s t s  take precautionary s t ra teg ies  to minimize customer 
disappointment: a) tear ing down, b) g u i l t  by appearance, c) s h i f t in g  
re s p o n s ib i l i ty ,  d) t ra in in g  the c l i e n t ,  e) complimenting, and f )  
forecast ing .  In the beginning stages of the ha ir  cu t t ing  process the 
c l ie n t  appearance is degraded physica l ly  and v e rb a l ly  by the s t y l i s t .  
However, the c l ie n t  is then "eased in to ” the new appearance by the 
s t y l i s t s .  This transformation of id e n t i ty  or appearance is 
f a c i l i t a t e d  by the s t y l i s t  throughout the h a ir  cu t t ing  process. In 
the course of carrying out the ha ir  cu t t ing  process the s t y l i s t  
t y p i f i e s  c l ie n ts !  new customers, w a lk - in s ,  regu lars ,  infrequents, and 
troublesome customers. Teamwork and props help with minimizing  
customer disappointment.
The visual method enables the reader to see some of the 
s tra teg ies  that s t y l i s t s  use to minimize customer disappointment.
The p h o to -e l ic i ta t iv e  interviews allowed the s t y l i s t s  to describe
-  I i -
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elements that were in the photograph and from th is  customer 
typi-fi cat ions were compiled. The photo-el ici ta t iv e  interviews  
provided information to confirm or inva l idate  information that was 
previously thought to be t rue .  The photographs also provided data 
that was missed by the researcher while in the s e t t in g .  A description  
of the environmenty props, costumes and decor was provided by the 
photographs in a way that words cannot describe.
The examples given above were some of the posit ive  benefits  that  
the researcher found. The drawback in using th is  type of method is 
that the photographs could not stand on th e ir  own w ith in  th is  s e t t in g .  
I t  was found that a de ta i led  knowledge of the p a r t ic ip a n ts '  l iv es  must 
be known while taking, analyzing and presenting the photographs. A 
technical knowledge of the camera and photographic developing was 
found to be benef ic ia l  to the process. I f  th is  was not learned 
crucial  photographs could be lo s t .
What was concluded from the research was that s t y l i s t s  u t i l i z e  
stra teg ies  for minimizing customer disappointment and as a resu l t  
maintain a loyal c l i e n t e le .  The photographs incorportated into into  
the f indings and analysis were used to document and i l l u s t r a t e  events 
and behavior that were common w ith in  the salon.
-  i i i  -
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INTRODUCTION
The Ha i r S ty l i  st
This thesis w i l l  examine an occupational group, ha ir  s t y l i s t s ,  
and in doing so use a visual methodological o r ie n ta t io n  to c o l l e c t ,  
analyze and present data.  The - f i rs t  section w i l l  introduce the social  
-focus o-f the thes is ,  -followed by the methodological o r ie n ta t io n  of the 
thes is .  The f i r s t  purpose of th is  study is to examine and describe  
the social world of the ha ir  salon from the point  of view of the ha ir  
s t y l i s t .  This area has been la rg e ly  unexamined by soc io lo g is ts ,  
s u rp r is in g ly ,  as ha ir  salons are part  of most people 's  common 
experience. For some, i t  is  an important part  of th e i r  weekly 
rout i ne .
Much media a t te n t io n  has been given to the end product, the ha ir  
s t y l e ,  and with reason, h a i r  s ty les  have been part  of social  
movements. Recent examples of the e f fe c ts  of a movement on ha ir  
s ty le s  are the hippie movement and the punk scene . Perhaps ha ir  has 
been so important in both of these movements because, l i k e  c lo th in g ,  
ha ir  is v i s i b l e .  Hair  s ty le s  are a basic part  of a person's  
perception and expression of s e l f .  Hair  s ty les  in the hippie and punk 
movements have also served to id e n t i f y  people as members of the 
movement to others,  thus the h a i r  s ty le  becomes in e f fe c t  a p o l i t i c a l  
statement.
The ha ir  s t y l i s t  provides a service which, as one fashion  
jo u r n a l is t  notes "can make you fee l  l i k e  a m i l l io n  bucks or ru in  you 
ju s t  by the way they cut your ha ir"  <U i lke rso n ,1984 t3J ) . For many
1
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2people " i t ' s  a r i t u a l  often more f a i t h f u l l y  adhered to than checkups, 
f loss ing and mass" <Wilkerson, 1984s 3 J ) . The h a ir  s t y l i s t  s ty les  and 
cuts ha ir  but that is not the only ro le  he or she plays on the job;  
other ro les  include that of confidante, psychologist,  gossip, e tc .  
L i t t l e  is known of the people who work as professional ha ir  s t y l i s t s  
or how they work as a group w ith in  the salon. Their  social world is  
s t i l l  somewhat shrouded in mystery and o f te n ,  the brunt of malicious  
stereotypes. The ha ir  salon is one of many businesses w ith in  the 
marketplace that serves people but that has, up u n t i l  now, not been 
examined by social s c ie n t is ts .
The ha ir  salon, as part  of the marketplace, provides a service  
l ik e  so many others we deal with as part  of our everyday ro u t in e .  Cab 
d r iv e rs ,  c loth ing store owners, doctors and restaurant  workers ju s t  to 
name a few, are a l l  w i th in  the realm of marketplace study. Questions 
asked have been: what makes people purchase the item? Does the
packaging inc l ine  someone to purchase a piece of merchandise or 
service? and many other questions of p a r t ic u la r  importance to 
industr ia l  management and business scholars. The marketplace, viewed 
as "fundamentally social a c t i v i t y " ,  has la rg e ly  been neglected by 
socio log ists  <Prus, 1985a:2).
The trend in ha ir  salons has changed over t ime. Beauty salons
for  women and barbershops for  men t r a d i t i o n a l l y  showed the sex-ro le
%
div is ions  or gender domains of th is  marketplace. UJithin the past 
twenty years there has been a change to unisex ha ir  salons frequented 
by both sexes. These shops may cater to people w ith in  the 
neighborhood, t re n d -s e t te rs  and ch i ld ren ,  as well  as those people who 
were once patrons of the beauty salons or barbershops. This new type
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
3of ha ir  salon may have come about as a r e s u l t  of the women's 
l i b e r a t io n ,  or due to a movement which promoted equal opportunity and 
treatment fo r  both sexes or a movement toward an androgynous 
appearance. Uith  th is  in mind i t  is even more surpr is ing that there  
is l i t t l e  known about the social world of the h a ir  salon, other than 
the lay knowledge gained in the b r ie f  encounters we a l l  have w ith  them 
on the occasion of a ha ir  cut .
This brings us to the f i r s t  or i n i t i a l  aim of th is  thesis  which 
is to examine and report  on the social world of h a i r  s t y l i s t s .  More 
importantly ,  to examine how the s t y l i s t s  in te ra c t  w ith  the customers 
to achieve and maintain a loyal c l i e n t e l e .  Prus <l?85b:6) points out 
that the repeat or loyal customer is the backbone of any business.
How do ha ir  s t y l i s t s  influence th e i r  customers into re tu rn ing  for  
th e i r  service again and again? One way may involve the negotiat ion of 
the h a ir  cu t ,  or in e f f e c t ,  the inf luencing of the customer's 
perception of h is  or her appearance. I t  is  possible that ha ir  
s t y l i s t s  have developed complex ways of de f in ing  what counts as 
beauty, and thereby inf luencing the a t t i tu d e s  about beauty that  th e i r  
c l ie n t s  have, thus they develop a large enough c l i e n t e le  to keep 
the business a l i v e .  Other s t ra te g ie s  that  s t y l i s t s  have in developing 
a c l i e n t e le  w i l l  be discussed in the analysis  and discussion.
Methodoloical Orientat ion
The second focus of th is  study is the visual o r ie n t a t io n .  A 
small but growing number of soc io log is ts  are recognizing the 
importance of visual information in th e i r  research (Plummer, 1983:28).  
This may be a re s u l t  of the p r o l i f e r a t io n  of mass media and, more 
s p e c i f i c a l l y ,  the growth and impact of t e le v is io n .  Socio logists  l i k e
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
Curry <1984:16) state  that we can use these new visual technologies to 
develop new techniques to add to t ra d i t io n a l  visual methodologies and 
in the end create a visual sociology. The -focus o-f th is  section is  
an examination o-f visual sociology as a methodology rather  than as a 
theoret ica l  perspective.  Although soc io log is ts ,  such as S ignori le  
<1983, 1984) and Curry <1984) are in the process o-f developing a 
theory o-f the v is u a l ,  as yet none has been developed.
I t  takes time -for any technology to be integrated into a social  
system, espec ia l ly  one that has been as heav i ly  dependent on the 
w r i t te n  language as sociology. The natural sciences have also been 
re luc tan t  to accept new technology. A-fter the invention o-f the 
microscope i t  took many years be-fore i t s  c a p a b i l i t i e s  were r e a l iz e d  as 
a method -for analyzing minute objects <Capra, 1982:110).  This is hard 
to imagine since the microscope is now a common apparatus in any 
science lab .  In the -future, the same may be true -for visual  
sociology.
Cheatwood and Stasz <1979:64) point out that the social sciences 
have been modeled a-fter the natural sciences. The natural sciences 
have used visual methods extensively  in th e i r  research. Despite th is  
-fact, as can be re a d i ly  seen in any journal o-f science, socio logists  
have ignored th is  cue <Lewis:1983:14).  Curry <1984:2) examined the 
use of visual methods in both sociology and in biology journals  and 
found th a t ,  in comparison, b io lo g is ts  use visual data twenty-f ive  
times more than do soc io log ists  in th e i r  pub l ica t ions .  Among the many 
explanations as to why the visual has not been exp lo ited  by 
socio log ists  is th e i r  re l iance  upon the verbal which Arnheim <1969:11-  
12) a t t r ib u te s  to the mind/body d is t in c t io n ,  which promotes the
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5d is t ru s t  o-f the senses. Barndt <1974:5) is  more straight-forward -for 
she b o i ls  i t  down to ignorance on the part  o-f soc io log is ts  of the 
importance of the visual in the profession.  In any study* the 
methodology must be amenable to the questions asked or areas of 
exp lora t ion ;  otherwise, d i f f i c u l t i e s  may ar ise  as well  as re s u l ts  
which are questionable.  Certain socio logical  concepts and theories  
are not amenable to being studied v is u a l l y .  Concepts such as 
a l ie n a t io n  or a t t i tu d e s  about sex would be very d i f f i c u l t  i f  not 
impossible to study v i s u a l l y .  Nevertheless other areas of 
socio logical  in te re s t  can be studied e f f e c t i v e l y  v ia  visual media.
Much q u a l i t a t i v e  socio logical  research is done by observing
behavior. Whyte's <1943) S treet  Corner Society is a seminal example
of t h is .  The appropriateness of the use of media fo r  data c o l le c t io n
is unquestioned where audio or acoustic phenomenon are concerned.
We take fo r  granted the fa c t  that  the musicologist and 
l in g u is t  use sound recording as the basis fo r  th e i r  work, 
and we would be astonished i f  e i th e r  of them returned to 
'pre-mechanized ways',  scrapping h is /h e r  tape recorder  
and endeavouring to record sounds he/she hears with  
some sort of no ta t io n .  <Jablonko, 1944:2)
I t  would make very l i t t l e  sense to record something v e rb a l ly  i f  i t
could be be t te r  recorded photographica l ly .  Jablonko <1944:3) notes
that "we should ra th er  use a recording technique which has a more
def inable  re la t io n s h ip  to the visual aspects of phenomenon and a much
greater  capacity  to record visual aspects than any notat ional  system".
This thesis  w i l l  use s t i l l  photography to examine the social  
world of the h a i r  salon. By doing so we w i l l  attempt to answer the 
questions that Barndt <1974:7) poses, which are:  "what do p ic tures  do 
wel l?  what are th e i r  special q u a l i t ie s ?  and how do we use them?" In 
add i t io n ,  there w i l l  be an examination of the h a i r  s t y l i s t ' s  cu lture
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
6and negotia t ions with  c l i e n t s  w i th in  the context o-f a ha ir  salon.
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THEORETICAL FRAMEWORK 
An in teract iorv ist  approach using the dramaturgical ■framework o-f 
Erving Go-f-fman is being used in the analys is  o-f the occupation o-f ha ir  
s t y l i s t .  Hair  s t y l i s t s ,  l i k e  many other service occupations, must 
r e ly  upon presenting themselves in the best possible l ig h t  i-f they are 
to stay in business. One o-f Go-f-fman's guiding concepts that deals  
with the presentation oHF sel-f is h is  theory o-f people as impression 
managers (Meltzer  et a l , 1973: 6 9 ) .  Although there have been those 
who c r i t i c i z e  Go-f-fman -for portraying people as social chameleons his  
perspective does have a great deal o-f relevance to th is  study.
On a more general level  the dramaturgical -framework is used as "a 
s im i le ,  a -frame o-f re-ference invoked by the analyst to segregate and 
permit him or her to analyze one o-f the m u l t ip le  -functions o-f 
in te rac t  ion: i ts impressive -function* <Messinger et  al , 1968 :1 6 ) .
"In any in te rac t ion  ind iv idua ls  seek to acquire in-formation about 
each other" <Go-ffman, 1959:1 ) .  Information is used to define the 
s i tu a t io n ,  enabling the p a r t ic ip a n ts  to know what to expect of others  
and what others expect of them <Goffman, 1959: 1 ) .  I t  is then that  
each p a r t ic ip a n t  knows how to behave in order to e l i c i t  desired  
responses from others (Goffman, 1959:1 ) .  The impressions that others  
receive from the actor is important in impression management. I f  the 
actors are not able to express themselves s u f f i c i e n t l y  then the 
desired response from others won't  be achieved.
When ind iv idua ls  appear before others they usual ly  have motives 
for  t ry in g  to control the impressions others receive w i th in  the
7
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8s i tu a t io n  (Go-f-fman, 1959:15).  They are impression managers. This  
in-formation Is communicated through performances (Lauer & Handel,
1983: 134) as well  as through -fronts which include props, appearance 
and manner, regions and team work. "The expressiveness o-f the 
ind iv iduals  (and therefore th e i r  a b i l i t y  to give impressions) appears 
to involve two r a d ic a l ly  d i f f e r e n t  sign a c t i v i t i e s *  (Goffman, 1959:
2 ) :  expressions given and expressions given o f f .  Expressions "given" 
involve verbal symbols (words) or other expressions which are 
in te n t io n a l ly  given such as a wink of the eye or a wave of the arm.
t
Expressions "given o f f"  are the unintended expresions of the 
in d iv idu a l ,  "the expectation being that the action was performed for  
reasons other than the information conveyed in th is  way" (Goffman, 
1959:2) .  Examples of expressions "given o f f"  may be body odor or a 
person's accent.
Goffman's concepts of performances, encounters, props, regions  
and teams w i l l  be used as "s en s i t iz in g  concepts". Sens it iz ing  
concepts as described by Blumer (1949:148) give the researcher general 
guidance or "d irect ions  along which to work". For the purposes of 
th is  study an examination of the dramaturgical devices actors  
( s t y l i s t s )  employ during a "focused encounter" Is  the main area of 
theoret ica l  in te re s t .
Establi  sh i no Frame
The occupation of the s t y l i s t s  w i l l  be used to "frame", as 
Goffman uses the term, the social se t t in g  of the ha ir  salon in an 
attempt to focus the area of ana lys is .  By "framing", we r e f e r  to 
those "d e f in i t io n s  of a s i tu a t io n  which are b u i l t  up in accordance
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
9with p r in c ip le s  o-f organization which govern events-at  least  social  
ones-and our subjective involvement in them .. ."  (Go-f-fman, 1974: 10-
11) .  The act ive  "-framing" o-f an event, on the part  o-f the researcher  
in th is  case, is done by bracketing the ha ir  salon and looking at i t  
as an occupational group and bringing into r e l i e f  ce r ta in  -features 
that are considered important.
There are possibly two -frames involved in the occupation of the 
ha ir  s t y l i s t ,  one embedded in the o ther .  The outer frame may be the 
task of the s t y l i s t  and the frame in which they wish to have 
consensus. This frame would be that  of the function of the hairsalon  
and the concomitant work ro les  of the s t y l i s t s .  The inner frame may 
be the socio-emotional a t t r ib u t e s  that emerge because of the behavior 
that is a part  of the service the h a i r s t y l i s t s  provide.  The s i tu a t io n  
w ith in  the ha ir  salon is e s s e n t ia l ly  socio -em otional. S t y l i s t s  are at 
times the rec ip ie n ts  of int imate knowledge as well  as the g ivers  of 
intimacy. C l ien ts  allow the s t y l i s t s  to manipulate and touch th e i r  
body, possibly in ways they would allow no one else to do. Touching 
and ta lk in g  are part  of the process in which s t y l i s t s  and c l ie n ts  
engage, and are usual ly  framed as socio-emotional a c t i v i t y .
I t  is the frame that establ ishes what is re levant  in 
performance. There are actions which are i r re le v a n t  and therefore  
ignored. Among those which are re levant  are those which can destroy  
the frame. The s t y l i s t  must be able to take into account the c l i e n t ' s  
d e f in i t io n  of the s i tu a t io n  and e i th e r  accept or r e je c t  i t .  C l ien ts  
who disagree with the s t y l i s t  are in e f fe c t  challenging or breaking 
the e x is t in g  frame. The s t y l i s t  must f in d  ways of res tor ing  the 
frame. This may be done during an encounter in the staging of the
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performance and the concomitant s t ra te g ie s  which may at times involve  
regions, props and team-work.
Sel f  and Appearance
The s t y l i s t s  are in a sense changing or adjusting the c l i e n t ' s  
s e l f  id e n t i t y .  Stone (1970a: 399) contends that  " id e n t i t y  establ ishes  
what and where a person is in social terms." Hair  s ty le s  are very much 
a part  of an in d iv id u a l 's  social and personal id e n t i t y .  Whole 
cultures  have been associated w ith  the s ty le  of h a i r  they have. The 
h a i r s ty le  was intended to symbolize social meaning and a f f i l i a t i o n .  
Examples of th is  are the Rastafar ians ,  h ipp ies ,  punks, e tc .  People 
have also used h a i r s ty le s  to emulate important ro le  models, i . e . ,  
Farrah Fawcett, Princess Di and Dorothy Hamil.
When c l ie n t s  come before a ha ir  s t y l i s t  they are doing so to have 
th e i r  appearance and id e n t i t y  maintained, modif ied or changed. The ir  
sense of s e l f  id e n t i t y  is  in the hands of the ha ir  s t y l i s t .  What is 
t h e o r e t ic a l l y  important from the perspective of th is  thesis is  not the 
c l i e n t ' s  perception of s e l f  through appearance, although th is  is an 
important area of concern that id e a l ly  could be d e a l t  w ith  on i t s  own, 
but the processual aspects of the performance and negot ia t ions that  
take place during an encounter and how the s y t l i s t  can use the 
c l i e n t s '  appearance-based s e l f -p e rc e p t io n  to control the s i tu a t io n .
Performance.
Goffman <1959: 22) defines performance as " a l l  a c t i v i t y  of an 
ind iv idual which occurs during a period marked by h is  (her)  continuous 
presence before a p a r t ic u la r  set of observers and which has some 
influence on the observers." The actor in th is  performance is  the
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s t / l i s t  and the observer is the c l i e n t .  In a per-formance a person 
cannot adopt one r o le ,  such as s t y l i s t ,  without someone adopting the 
'other r o le ,  that of the c l ie n t  (Lauer and Handel, 1983: 305).  Each 
ro le  is dependent upon the other -for the social per-formance to be 
sustained. Some actors are more sophist icated at playing a ro le  than 
others and i t  is here that the consideration o-f how s t y l i s t s  control  
the d e f in i t io n  of the s i tu a t io n  comes into play.
Actors in a ro le  re la t io n s h ip ,  espec ia l ly  regular  performers of a 
ro le  who deal with a changing population of others, guide those others 
to keep the work <performance) f lowing smoothly (Lauer and Handel, 
1983: 350).  A smoothly f lowing performance is crucial  to the actor  
and group. The audience can disrupt the flow of the performance by 
c r i t i c i z i n g  i t  or by not taking the performance ser ious ly .  In the 
hair  salon a customer may c r i t i c i z e  the h a i r -c u t  or not want the h a i r ­
cut the s t y l i s t  fe e ls  the c l ie n t  should have. These are disruptions  
to the flow of a c t i v i t y  and are an attack upon the s t y l i s t ' s  
performance. In a s i tu a t io n  such as th is ,  a c l ie n t  enters a frame 
with a pre-establ ished d e f in i t io n  of the s i tu a t io n ;  the c l ie n t  and 
s t y l i s t  then in teract  with others to v a l ida te  or challenge that  
d e f in i t io n  (S try k er ,  1980: 5 7 ) .  An example of th is  could be that the 
c l ie n t  wants a p a r t ic u la r  h a i r -c u t ,  but the s t y l i s t  doesn't think  
that the s ty le  is su itab le  for  the c l i e n t .  I f  we take for  granted 
that the s t y l i s t  is the expert then i t  is possible to conclude that  
the c l ie n t  is challenging the s t y l i s t ' s  ex is t in g  frame and ro le  
c r e d ib i1 i t y .
In order to maintain control over the d e f in i t io n  of the s i tu a t io n
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the s t y l i s t s  roust have a smooth per-formance so that he or she can be 
seen as having competence during the encounter (Lyman and Scott ,  1968: 
9 4 ) .  For the per-formance is a - fragile  one and smoothness o-f the 
per-formance can be in terrupted by prop -fa i lures (Scott  and Lyman,
1968: 9 7 ) ,  as well  as other -factors which can e i th e r  help or hinder 
the impression that is being -fostered.
Encounters
Encounters, as de-fined by Go-f-fman (1 96 1 :1 7 -1 8 ) ,  occur when
persons are in one another 's  immediate physical presence and involve
ceremonies o-f entrance and departure, acknowledgement of i n i t i a t i o n
and termination.
Encounters are dist inguished from other elements of 
social organ iza t ion ,  in that  th e i r  order per ta in  la rg e ly  
to what shall  be attended and disattended and through th is  
to what shall  be accepted as the d e f in i t io n  of the s i t ­
uation . . .What d e f in i t io n  of the s i tu a t io n  the encounter w i l l  
be obliged to maintain is often determined by the social  
occasion or a f f a i r  in which the domain the encounter takec- 
place.  (Goffman,1961:19)
Dominance and Control
Part of a smooth running performance involves the s t y l i s t  
i n i t i a t i n g  ac t ion .  UJhyte (1946: 132) c le a r ly  points  out in h is  study 
of restaurant  workers and th e i r  customers, that  control of the 
encounter l i e s  w ith  whomever i n i t i a t e s  a c t io n .  In h is  study of 
res taurants ,  Ulhyte found that waitresses who i n i t i a t e d  action f i r s t  or 
seized the i n i t i a t i v e  in the customer re la t io n s h ip  tended to set the 
pattern fo r  the r e la t io n s h ip .  In s t y l i s t - c l i e n t  encounters the 
i n i t i a t i n g  process may at f i r s t  cone from the c l i e n t  when the 
appointment is made, but i t  is up to the s t y l i s t  to i n i t i a t e ,  in the
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
13
per-formance, the type o-f h a i r s ty le  he or she -feels is  appropriate -for 
the c l i e n t  during the encounter.
Simmel 019.61: 391) s ta tes  that superordination and subordination  
requires  spontaneous cooperation by the subordinate. The c l i e n t  in 
the ha ir  salon is normally w i l l i n g  to take a subordinate r o l e .  A 
person, or in th is  case a group o-f persons <hair  s t y l i s t s ) ,  create an 
impression that r e f l e c t s  and sustains the ongoing d e f in i t io n  of the 
s i tu a t io n  by using dominance t a c t ic s  to obtain the cooperation that is 
required .  Although dominance s t ra te g ie s  may be the method of gaining  
c o n tro l ,  the c l i e n t  must s t i l l  be w i l l i n g  to give control in one way 
or another to the s t y l i s t .
Persons in a working environment usual ly  have more control over 
i t s  p a r t ic u la r  ru les  of p lac ing ,  spacing, and r i t u a l  e t iq u e t te s  than 
do t h o s e  ;.gho pass through i t  <Carlen, 1978:336).  The conclusion drawn 
from th is  is that the s t y l i s t s  are genera l ly  in control over the 
d e f in i t io n  of the s i tu a t io n .
Reoions
Regions also play an important par t  in the performance w i th in  the 
ha ir  salon. A region is any place that is bounded to some degree by 
b a r r ie r s  to perception; spec ia l ized  conduct may take place in ce r ta in  
regions <Goffman,1959: 106).  The f ro n t  region is where a performance 
is given (Goffman, 1939: 107).  Here " tha t  part  of the in d iv id u a l 's  
performance which r e g u la r ly  functions in a general and f ix e d  fashion  
to define the s i tu a t io n  fo r  those who observe the performance takes 
pi ace*(Goffman, 1959: 2 2 ) .  A place which is not open or accessible to 
the audience is the back reg ion .  I t  is  in the back region where the
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impressions -fostered by the per-formance can be knowingly contradicted  
<Go-f-fman, 1959: 112).  The dif - ferent regions also de-fine who is part  
o-f the in-group. Those who are allowed into the back region can be 
considered to be part  o-f the team and those who are not allowed into  
th is  region are part  o-f the out-group or in th is  case the c l i e n t s .
Team and Smal1 Group Behav i or
Teams play an important part  in maintain ing the d e f in i t io n  o-f the 
s i tu a t io n .  In teams there is a co-operat ive  maintenance o-f the 
d e f in i t io n  of the s i tu a t io n  <Goffman, 1959: 105).  Th is  is 
accomplished by the staging of a rout ine  in f ro n t  of the audience 
(Goffman, 1959: 7 9 ) .  Also, teams that are in control of the s e t t in g  
are considered the performing team (Goffman, 1959: 9 3 ) .  Teams w i l l  
usually  have a s ta r  or a leader who is given the r ig h t  to d i re c t  or 
lead the performance (Goffman, 1959: 9 9 -1 0 0 ) .  Th is  s tar  may have 
achieved his  or her ro le  by v i r tu e  of h is  or her a b i l i t y  to play the 
ro le  b e t te r  than others ,  or have i t  ascribed to him or her .  A team 
also shares the pr ivacy of the back region which is normally out of 
bounds fo r  non-team members. The back region brings to the surface  
the recognit ion of who is part  of the in-group and who is no t .  Small 
groups theory may also contr ibute  to an understanding of team 
behavior.
According to Crosbie (1975: 2) a small group is "a c o l le c t io n  of 
people who meet more or less r e g u la r ly  in face to face in te ra c t io n ,  
who possess a common id e n t i t y  or exclusiveness of purpose and who 
share a set of standards governing th e i r  a c t i v i t i e s * .  The ha ir  
s t y l i s t s  form a task type group in that  *the acknowledged function of
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a task group is to provide products or services that  are valued by 
some segment o-f society" (S te in e r ,  1974: 2 ) .  Although th e i r  task may 
involve a soc i o-emot i onal aspect,  th is  d e f in i t io n  genera l ly  - f i ts  the 
descript ion o-f the ha ir  s t y l i s t s  as a task group in that they provide 
a service of improving someone's appearance. I t  also suggests that  
the a c t i v i t i e s  and ro les  are or iented toward an e x p l i c i t  goal ra ther  
than the group members' socio-emotional needs (Nixon, 1979: 290) .
Task groups in e v i tab ly  develop socio-emotional or primary group 
c h a ra c te r is t ic s  over time (Nixon, 1979:18).
The type of task that  a group has plays an important ro le  as to
■>hat c h a r a c te r is t ic s  a group w i l l  d isp lay .  Hare (1976: 234) has
suggested that "the d e f in i t io n  of the task is the d e f in i t io n  of the
s i tu a t io n  and d i f fe rences  in behavior which appear between s i tu a t io n s
are the most general ind icat ions of the d i f fe rences  in task."  Hare
(1976: 233) states  f u r th e r :
Since the task in the most p e r t in en t  sense, is what the group 
members s u b je c t iv e ly  define i t  to be as they respond to 
the s i tu a t io n  in which they f in d  themselves, a l l  the 
in ternal  features  of the social system are l i k e l y  sooner 
or la te r  to become re levant  to task s p e c i f ic a t io n .
The type of task held by a -jroup may r e s u l t  in a spec if ied  
performance that is staged to meet the goals of the group. In the 
ha ir  salon the presumed goal is a s a t is f i e d  c l i e n t  who w i l l  re turn  in 
the fu tu r e .  I f ,  as we shal l  see from the l i t e r a t u r e ,  one aspect of 
th is  task involves ca ter ing  to the c l i e n t ' s  socio-emotional w ants , ,  
which then w i l l  become part  of the task,  the h a i r  s t y l i s t s '  e f f o r t  
w i l l  not be confined ju s t  to the job of c u t t in g  h a i r .
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Props
"Furn i ture ,  stage props and scenic devices are used to index 
social meaning" <Carlen, 1978: 332 ) .  In a ha ir  salon, costume and 
appearance o-f the actors ,  m ir ro rs ,  special cha irs ,  basins, c l ip p e rs ,  
e tc .  help estab l ish  the d e f in i t io n  of the s i t u a t io n .  These props act  
as signs which "dram at ica l ly  h ig h l ig h t  and portray  confirmatory  
f a c t s . . . "  about the ongoing a c t i v i t y  w i th in  the s e t t in g  (Goffman,
1959: 3 0 ) .  Their  arrangement w i th in  the shop revea ls  the impression 
of e f f ic ie n c y  and c lean l iness  that the s t y l i s t s  want to convey. The 
arrangement of f u r n i t u r e ,  props and other paraphernal ia  are symbols 
that  are attached to the environment; they have meaning and are cues 
to behavior and also organize behavior ( S t r y k e r ,1980: 5 6 ) .  McCall and 
Simmons (1978: 17) a lso s ta te  that the geographic area w i th in  which 
one in te ra c ts  l i m i t s  in te ra c t io n s .
The costume of the actors are part  the a c to r 's  personal f r o n t .
The c lo th ing  is part  of the presentation of s e l f  that  plays an 
important ro le  in impression management. I f  the actor is dressed 
s lovenly ,  the expressions given o f f  w i l l  break the frame of the 
performance. Props are used not only to manipulate the d e f in i t io n  of 
the s i tu a t io n  but also to influence how both actor and audience view 
and in te ra c t  with each o ther .
The individual ha ir  s t y l i s t  must be able to manage the
t
impressions others receive i f  he or she is to e l i c i t  the desired  
responses from the c l i e n t .  The performance of the h a i r  s t y l i s t s  is  
crucia l  to th e i r  staying in ex is tence.  Props, s tag ing, regions and 
team work contr ibute  to the e f fec t iveness  of the performance or 
impression being conveyed. In the fo l low ing  section a descr ip t ion  of
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how other occupations stage th e i r  performances w i l l  be examined to aid  
in the analysis  o-f the ha ir  s t y l i s t s .
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REVIEW OF THE LITERATURE 
Abstract Generalizations
L i t t l e  sociological research has been done on ha ir  s t y l i s t s  so 
other occupational research areas w i l l  be examined that may have some 
bearing on our understanding o-f ha ir  s t y l i s t s .  An examination o-f 
other occupational research w i l l  be used as 'a b s tra c t  charac te r is t ics"  
(Goffman, 1959: 26) in order to understand and make comparisons 
pert inent  to our understanding o-f the ha ir  salons, and more 
s p e c i f i c a l l y  o-f the ha ir  s t y l i s t s .  . "Abtract c h a rac te r is t ics"  are 
genera l iza t ions  that "can be associated with other professions and 
tend to be associated with them in an abstract  and general way" 
<Goffman, 1959: 2 6 ) .  Prus <1985c: 7 ) ,  promotes the same approach as 
Goffman in that he bel ieves that "one can, learn something about any 
group by examining s im i la r  processes in any other s e t t in g " .  An 
examination of the h is to ry  of the ha ir  occupation and other re levant  
l i t e r a t u r e  on the topic also w i l l  be discussed.
A s e t t ing  with s i m i l a r i t i e s  to that of the ha ir  salon is the 
doctor 's  o f f i c e .  I t  is a p a r t ic u la r ly  appropriate comparison as the 
two professions have common h is to r ic a l  roots .  Emerson studied the 
gynecological examination, which is a s i tu a t io n  d i f f e r e n t  from other  
medical experiences in that the demeanor and cooperation of the 
pat ien t  can be d i f f i c u l t  to maintain <Emerson, 1970a,b) .  The doctor 
and medical s t a f f  t ry  to defuse a sexual ly  in t im idat ing  experience by 
using a s t r i c t l y  instrumental approach, thereby making the s i tu a t io n  
impersonal without undermining the d ig n i ty  of the p a t ie n t .
18
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This is accomplished by appropriate behavior on the part  o-f the doctor  
and medical s t a f f ,  decor, language which is laden with medical 
terminology, equipment and by having a nurse present acting as a 
bu-f-fer or chaperone. Also,  the p a t ie n t 's  body is covered so that only 
the medical ly  re levant  areas are exposed which is to emphasize that  
the in te res t  is r e s t r i c t e d  to medical m atters .
The h a ir  s t y l i s t  employs many of the same types of t a c t ic a l  
procedures as the doctor.  The s i tu a t io n  may be as in t im id a t in g  and 
anxiety producing fo r  the c l i e n t  in a ha ir  salon as i t  is fo r  the 
woman in the gynecological examination room. In the ha ir  salon 
c l ie n t s  are covered except fo r  th e i r  head, equipment is  d isplayed, the 
decor is r e la x in g ,  and conversation is encouraged to ease tension as 
well as to gather information from the c l i e n t  as to the desired ha ir  
s t y le .  Both the doctor and the h a ir  s t y l i s t  would seem to have 
s i tu a t io n a l  control p a r t ly  because they are regular  performers and 
p a r t ly  by the power people give to them. The pa t ien t  and c l i e n t  in 
both s i tu a t io n s  have passive r o le s .  The h a i r  s t y l i s t ' s  c l i e n t s  do 
possess and exert  power w i th in  the re la t io n s h ip s .  The c l ie n ts  
influence what ha ir  s ty le  they want as well  as whether they w i l l  
return fo r  fu r th e r  ha ir  cuts.
Another re levant  study, one that deals w ith  the t y p i f i c a t io n  of  
others is Davis '  <195?) study of cab d r iv e rs .  Davis found that cab 
d r ive rs  id e n t i f i e d  po ten t ia l  customers on the basis of how much they 
perceived the fare  would t i p .  Cab d r iv e rs  made character Judgements 
that were based upon the t ime, locat ion  and dress of the fa re  <Davis, 
1959).  They have a short period of time p r io r  to making the pick-up  
to make the decision determining the amount of a t ip  the fa re  w i l l
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g ive .  The s i m i l a r i t y  between the cab d r iv e r  and the ha ir  s t y l i s t  is 
that both assign id e n t i t i e s  to others and make character judgements 
about others that  w i l l  a f f e c t ,  fo r  the cab d r iv e r ,  how the much of a
t ip  they rec e iv e ,  and fo r  the ha ir  s t y l i s t  whether or not the c l i e n t
w i l l  l i k e  th e i r  h a i r  cut enough to come back again. Unlike the 
cabbie, a h a ir  s t y l i s t  r e l i e s  upon bu i ld in g  up a regular  c l i e n t e l e .  A 
c l i e n t  who is pleased w ith  the ha ircu t  and service is l i k e l y  to re turn
and recommend the salon to others ,  whereas one who is displeased is
u n l ik e ly  to re tu rn .  I d e n t i t i e s  are in form al ly  assigned, fo r  the . 
hairdresser depends upon h is  or her a b i l i t y  to accurate ly  judge what 
c o n st i tu tes  a s u i ta b le  h a i r c u t ,  taking in to  account a c l i e n t ' s  social  
s ta tu s ,  p e rs o n a l i ty ,  f a c ia l  fe a tu re s ,  and l i f e s t y l e ,  as well  what the 
c l i e n t  ind icates he or she wants. I f  the h a i r  s t y l i s t  can accurate ly  
do th is  he or she w i l l  have accomplished the task of adding one more 
person to the c l i e n t  l i s t .
Whyte (1949:302) studied s t ru c tu ra l  d i f fe re n c e s  w i th in  the 
restaurant  industry .  The focus was on s t ru c tu ra l  d i f fe re nc es  as 
dependent on the comparative s ize of the r e s ta u ra n t ,  or more 
s p e c i f i c a l l y ,  how size  creates d iv is io n  of labour.  Whyte id e n t i f i e d  
f i v e  s t ru c tu ra l  stages that  res taurants  exh ib i ted  as they become 
la rg e r  and more complex. A restaurant  which had a small s t a f f ,  l i t t l e  
d iv is io n  of labour and an informal s tru c tu re  was c la s s i f i e d  as "stage  
one." The bigger the res ta u ra n t ,  the more s t r u c t u r a l l y  complex and 
formalized i t  became and the higher the assignment in the stage l e v e l .  
For the purposes of th is  study, stage one and possib ly  stage two are 
applicable  because they are c h a r a c te r is t ic  of the s t ructu re  of roost 
h a ir  salons. Most neighborhood h a i r  salons don 't  become as large and
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formalized as do some restaurants  although some salons do reach much 
higher le v e ls .
Prus <1982) examined how vendors set p r ic es ,  an area also of 
p a r t ic u la r  importance to ha ir  s t y l i s t s .  I f  a pr ice  is too high, they 
lose customers no matter how good they a re .  Hair  s t y l i s t s  also may 
set pr ices  according to the customer, depending on th e i r  fe e l in g s  
and a t t i tu d e s  toward that  customer. Prus <1982:14) found that vendors 
set th e i r  pr ices  so that  they would appear reasonable but not too 
inexpensive. I f  a pr ice  was too low customers f e l t  that  the product 
was in f e r io r  <1982:14).  Prices may be marked up to symbolize the 
value and q u a l i ty  of the product.  Th is  is l i k e l y  also to be a fa c to r  
in how and why ha ir  s t y l i s t s  set th e i r  p r ic e s .  They may pr ice the 
h a ir  cut according to the s t y l i s t  who is c u t t in g  the h a i r ,  h a i r s t y l e ,  
c l i e n t  and many other f a c to rs .
H is to r ic a l  Review
The h a i r  occupation has a long h is to ry  dat ing back to 2 ,000 -1 ,800  
B.C. <Cooper, 1971:132).  The Greeks <323 B .C .)  forbade s o ld ie rs  to 
wear beards, and as a r e s u l t ,  barber shops emerged to meet the 
s o ld ie rs '  needs <Cooper, 1971:154).  Uomen, on the other hand, had 
slaves that served as ha ir  s t y l i s t s .  Dur.ing the "Middle Ages* monks 
pract iced barbering,  along w ith  medicine and surgery. At th is  period  
of time upper class women had permanent maids as h a i r  dressers.  
Barbering and medicine fo rm a l ly  merged during the reign of Henry V I I I  
with  the founding of the Barbers-Surgeons Company. R iva lry  w i th in  the 
profession grew so strong that by 1821 the two became separate  
professional occupations. Barber shops were male in s t i tu t io n s  and 
there were no female counterparts u n t i l  the 17th century in France
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where the a r t i s t - h a i r s t y l 1st emerged (Cooper, 1971x164). The ro le  of 
the h a ir  s t y l i s t  has changed dram at ica l ly  oyer the ages. Today we 
have the phenomenon o-f superstardom w ith in  the profession - th e  l ik e s  
of Vidal Sassoon, Alexandre and Carte .  The h a ir  s t y l i s t s  who work in 
neighborhood shops carry  on w i th in  th is  t r a d i t io n  which shapes the way 
they handle th e i r  day-to-day a f f a i r s .
There has been r e l a t i v e l y  l i t t l e  w r i t te n  on hairdressers  or 
barbers. Uli 11 iam Andrew's (1904) book, At. the Sion of the Barber's  
Pole, described l i f e  in the barber shop. LJendy Cooper's (1971) book,
H a i r . examines h a i r  from a sexual,  soc io log ica l  and symbolic
perspect ive .  Most l i t e r a t u r e  about h a i r  excludes the people who 
a c tu a l ly  work w ith  and influence the ha ir  s ty le s  of the customer.
Most of the l i t e r a t u r e  up to the present has looked at changes in ha ir  
s t y le ,  new trends and technologies.
Relevant Li te ra ture
Ewen, in The Beauty Ritual  (1979 ) ,  has done the only visual  
socio logical  analyses of the ha ir  salon. The photographs that  
accompany her text  serve to i l l u s t r a t e  ra th er  than document her 
ana lys is .  Her approach is fem in is t  in o r ie n t a t io n .  She sees women as 
being influenced by how others perceive and t re a t  them and thus the 
need to look as best p h ys ica l ly  as they can in order to be seen in a
po s it ive  l i g h t .  For her ,  the h a i r  salon is a female domain. I t  is  a
place where the customer shares the burden of choice with  the ha ir  
s t y l i s t .  The ha ir  s t y l i s t  according to Ewen <1979: 50) holds 
considerable power as an expert who knows how to make people's images 
bet te r  than they themselves do.
Ewen (1979: 50) points out that  our appearance is t ie d  into s e l f
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and the giv ing o-f control to the s t y l i s t  is p o t e n t ia l l y  threatening.  
The customer upon enter ing  the ha ir  salon is str ipped o-f the trappings  
o-f the outside id e n t i ty  <Ewen, 1979: 5 3 ) .  S treet  c lothes are covered 
and replaced by the costumes o-f the shop <Ewen, 1979: 5 3 ) .  Not only 
are c l i e n t s  threatened by the loss o-f control over physical
appearance, they are also str ipped o-f trappings which id e n t i f y  other
aspects of the s e l f .
Ewen's analysis  of the ha ir  salon is qu ite  d e ta i le d .  She points  
out many of the important r i t u a l s  that take place in the h a i r  salon:
the loss of control and of s e l f  on the part  of the c l i e n t ,
n e g ot ia t io n ,  power, as well  as societa l  inf luences upon women as to 
what counts as beauty. The s t y l i s t  is supposed to know and keep up to 
date on what is considered " in" in ha ir  fashion. She does not,  
however, explore how the s t y l i s t  goes about keeping a loyal c l i e n t e l e ,  
how a c l i e n t  and s t y l i s t  negotiate  a h a ir  s t y le ,  and nor how the 
c l ie n t  may subtly  be manipulated in to  l i k i n g  his or her h a i rc u t .
These are a l l  fac to rs  that w i l l  be explored in the present study.
. Cowen et al <1979),  a group of community psychologists,  
interviewed ha ir  s t y l i s t s  to determine the topics of conversation that  
they engaged in w ith  th e i r  c l i e n t s .  They found that about a th i rd  of 
the time was spent in ta lk in g  about moderate to serious personal 
problems that the c l i e n t  was experiencing <Cowen et  a l , 1979: 633) .  
They concluded that par t  of the ro le  of the ha ir  s t y l i s t  was that of 
careg iver .  The h a i r s t y l i s t  was in fa c t  help ing the c l i e n t  by 
l i s te n in g  and ta lk in g  to him or her about h is  or her personal 
problems.
Hair  s ty l in g  as an occupation deals with and is character ized by
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many o-f the same issues and in te rac t ion s  as other occupations.  
U t i l i z i n g  the abstract  c h a ra c te r is t ic s  o-f other occupations makes the 
task o-f d e ta i l in g  th is  occupation somewhat e a s ie r ,  e spec ia l ly  since 
there is l i t t l e  l i t e r a t u r e  on the h a i r  s ty l in g  occupation i ts e l - f .  I t  
also demonstrates how we can begin to understand a p a r t ic u la r  
occupation by studying others .  How th is  occupation was studied and 
analyzed w i l l  be the subject o-f the next sect ion .
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METHODOLOGY
Many methodological discussions only address the procedures used 
and concerns o-f r e l i a b i l i t y  and v a l i d i t y .  This methodogical section  
M i l l  be more elaborate as Visual Sociology is  r e l a t i v e l y  unknoMn to 
most soc io log is ts .  For th is  reason a h is to r ic a l  revieM and an 
analysis o-f the -function and ro le  o-f the visual in sociology M i l l  be 
addressed. As Mith any method, issues o-f r e l i a b i l i t y  and v a l i d i t y  
M i l l  be discussed. The assurance o-f anonymity, and the concern and 
respect -for the subjects in the study are of major importance in any 
study. Hom th is  can be done using a visual method is one of the 
perennial problematics of visual research. Ethical concerns M i l l  be 
discussed as they r e la te  to th is  p a r t ic u la r  study and more general ly  
hoM they have entered the concerns of other visual researchers.  
F in a l ly ,  the procedures and s t ra teg ie s  used to gather,  record and 
analyze the data M i l l  be discussed.
Photography and Soc i olooy
In the la te  1830's the s t i l l  camera and sociology Mere both being 
developed, each taking as th e i r  primary .focus of study, the human 
being (Becker, 1974:30).  I t  Mould only seem natural that the tMo 
d is c ip l in e s  Mould contr ibute and combine th e i r  knoMledge in order to 
understand human behavior. And for  a short time th is  did take place.  
From the period of 1896 to 1916 the American Journal of Sociology 
published th ir ty -one  a r t i c l e s  in Mhich they used 244 photographs 
(LeMis, 1983:14).  This practice  Mas s h o r t - l iv e d  and the pr in ted  Mord 
became the favoured mode of communication. "This omission r e f l e c t s
25
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the view now prevalent among soc io log is ts  (were one to go by 
pub l ica t ion )  that  visual data have no important ro le  in understanding 
society* (S tasz ,  1979:120).  Cicourel <1944:34) also points out that  
"the control o-f sc ien t i - f ic  a c t i v i t i e s  and thought may set l im i t s  upon 
certa in  kinds of theor ies ,  methods and discoveries because of 
p re v a i l in g  methods of control and the imperfect organization of 
science as a s e l f - c o r r e c t in g  and open system of thought". Sociology 
has set l im i t s  upon the use of photography almost unconsciously by 
omitt ing photographs from jo u rn a ls ,  by not making much use of the 
medium for  data c o l le c t io n ,  and by not teaching i t  as a method in most 
methodology classes.
I t  was not u n t i l  1972 that  soc io log is ts  began to ser iously  
reconsider the ro le  of visual media, and more s p e c i f i c a l l y  s t i l l  
photography, in socio logical  research (Curry ,  1983:1) .  Howard Becker, 
most widely known among these s o c io lo g is ts ,  noted the h is to r ic a l  
connection between sociology and photography. Becker (1981) also  
edited Exploring Society Photographica l ly . a book which used 
photographs and sociology to fu r th e r  i l l u s t r a t e  that the two f i e l d s  
could be used e f f e c t iv e l y  together in revea l ing  and d e ta i l in g  
sociological  information. From much of the work that  has been done we 
see that photography in sociology has four main areas of usage.
The four types of photographic usages are as data ,  documents, 
i l l u s t r a t i o n  and n a r ra t io n .  Photographs employed as data can be 
i l l u s t r a t e d  in Mead and Byers' "The Small Conference"(1948). Mead and 
Byers used the photographic method to record small group behavior in 
a conference s e t t in g .  The photographs were reviewed and analyzed fo r  
proxemic and s p a t ia l  arangement, communication pa t te rn s ,  dress, e tc .
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They looked at s t ru c tu ra l  re la t io n s h ip s  through photography and audio 
recording <Mead and Byers, 1968:69).  The aim o-f th is  type of 
photograph is to record an event to generate data ju s t  as a 
questionnaire is so used.
Rieger <1983:215),  a ru ra l  s o c io lo g is t ,  documented the 'change 
that has taken place in rura l  America over the past century-the  
enormous s h i f t  in the proportion o-f the population c la s s i f i e d  as 
' fa rm '  and 'n o n fa rm ' ' .  His research took him through the back roads 
of the mid-Uest where he photographically  documented cases which 
showed the s h i f t  of farmers moving out of th e i r  aging and decrepit  
houses into t r a i l e r s  or newly b u i l t  suburban-styled houses (R ieger,  
1983:217).
Employing photographs merely fo r  i l l u s t r a t i v e  purposes seems to 
be th e i r  most common use in sociology. Introductory  textbooks abound 
with photographs of one sort  or another.  I l l u s t r a t i v e  photographs in 
textbooks serve a function of enhancing the tex t  a e s th e t ic a l ly  and not 
necessari ly  s o c io lo g ic a l ly .  Harper <1982:145-46),  on the other hand, 
used his  photographs to bridge ideas that are d i f f i c u l t  to 
communicate in words and to place the viewer more in the posit ion of 
the people he has photographed. His book, Good Company, is  a 
p a r t ic ip a n t  observational study of the tramps he encountered and the 
sett ings  where these people l i v e d .  Harper <1982:147) does say in h is  
study that  the camera had to be put away because he f e l t  i t  was 
hurt ing his re la t io n s h ip  with h is  informants. As a re s u l t  of th is  he 
f e l t  that he had to change the methodological o r ie n ta t io n  of h is  
f ie ldwork and focus mainly on c o l le c t in g  f ie ld n o te s .  In th is  instance 
the re la t io n s h ip  with h is  informant was more important to him than
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doing the photography. Byers (1964: 83) would argue that the 
researcher had not been able to put h is  camera a c t iv e ly  and 
e f f e c t iv e ly  into the social s i tu a t io n  with ease and comfort. In 
Byers' opinion i t  is the researcher 's  problem ra ther  than the presence 
o-f the camera inter-fer ing w ith  the -f ie ld research. This points out 
one major methodological problem that one is faced with when doing 
th is  kind of research and that is whether the method of photography is 
the appropriate method ( s t r a t e g i c a l 1y , e t h i c a l l y ,  e t c . )  to use under 
the p a r t ic u la r  circumstances.
The f in a l  type of photographic usage is the n a r ra t iv e  photograph. 
This type of photograph attempts to communicate socio logical  ideas 
through visual images ra ther  than words. An example of th is  is  Aron's  
(1981:44-53)  photographic study of Venice, C a l i f o r n ia .  Although he 
i n i t i a l l y  gives a w r i t te n  h is to ry  of Venice, h is  aim is to v is u a l ly  
describe the two sides of Venice. Venice I is  composed of e ld e r ly  
Jews and Venice I I  " is  the r o l l e r  skating c a p ita l  of the world ,  a 
c ircu s ,  a wonderland of entertainment" (Aron, 1981:47) .  By employing 
a comparative technique Aron is able to describe m etaphorical ly  by 
using photographs the two sides of Venice, C a l i fo r n ia  .
The categories that were ou t l ined  in th is  section are not 
necessari ly  d iscre te  or mutually  exc lus ive .  In many v is u a l ly -o r ie n te d  
studies,  as is  the case with th is  study, the photographs can be used 
to i l l u t r a t e  the t e x t ,  as raw data ,  in p h o t o - e l i c i t a t i v e  interv iews,  
e tc .  I t  is my in tent ion  to show that  photographs are not ju s t  p re t ty  
pic tures  or to be viewed as one does fam ily  photographs, but that  
th e i r  po ten t ia l  can only be reached when soc io log is ts  begin to view 
photographs d i f f e r e n t l y  than they have up t i l l  now.
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Research Procedure
Q u a l i ta t ive  ethnography was the general methodological approach 
■for th is  thes is .  The visual sociological method was used to gather,  
analyze and communicate in-formation. Rationales -for using photography 
as a method are:
1) The occupation under study is one that deals w i th ,  and 
merchandizes in ,  physical beauty. The signs o-f physical beauty or 
what counts as physical beauty are the v is ib le  elements o-f the 
objects .  Since the product o-f th is  occupation is v is u a l ,  a visual  
method seems an appropriate one to use.
2) The use o-f photographs in the interv iew , or as i t  is otherwise 
known, the photo-el ic i  t a t iv e  interv iew, are used to veri-fy f i e l d  
notes. Photographs in the interview s i tu a t io n  encourage and 
f a c i l i t a t e  discussion ( C o l l i e r ,  1967:46) .  The researcher is able to 
bring the photographs back to the informants and involve them in the 
analys is ,  thus giving the study more of an ethnographic grounding.
The photographs were used to e l i c i t  responses about customers, the 
s t y l i s t ' s  ro le  and concomitant job ,  what s t ra teg ies  they use with  
d i f fe r e n t  types of customers that  they work on, e tc .
3) The photographs are used to i l l u s t r a t e ,  document, provide data and 
in some instances narrate sociological f indings dealing with  
negotiat ion s t ra teg ies  during an encounter in the research rep o r t .
The data on the ha ir  s t y l i s t s  were co l lec ted  through f i e l d  notes,  
photographic recording and interviews over a three month per iod.  The 
researcher was immersed in the environment of the ha ir  salon fo r  the 
period of the study. Audio-tapes were made of the p h o to -e l ic i ta t iv e  
interviews with the ha ir  s t y l i s t s .  Photographic records and f i e l d
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notes were kept o-f various encounters and negotia t ions in the ha ir  
salon. In-formal time was spent with the members o-f the sta-f-f as well  
as th e i r  customers.
The -following is a data c o l le c t io n  schedule that was undertaken
-for the period o-f th is  research.
Week 1) -observation
-record -f ie ld notes 
Week 2) -photographic recordings -following photographic schedule 
—f ie l d  notes 
Week 3) —follow same procedure as week two
The subsequent weeks were guided by the procedures established in 
week three o-f the data c o l le c t io n  schedule. The photographic schedule 
contained information as to what was to be photographed. The nature  
of the schedule fo r  th is  study was as fo l lows:
1) photograph every c l i e n t  who enters the salon.
2) photograph d i f f e r e n t  a c t i v i t i e s  w i th in  the salon.
3) photograph the props that were used in day-to-day  
a c t i v i t y .
One to two r o l l s  of f i lm  were shot fo r  each day spent in the salon.
As the research progressed addit ional  amendments were made to the 
photo-schedule because of new insights  and information.
In te rv  i ews were done using C o l l i e r ' s  (19<S7:46) photo-el ic i  ta t iv e  
technique in which the informant and the in terv iewer  discuss 
photographs the researcher has made of the actors and s e t t in g ,  thus 
giving the interviewer a concrete point of reference (Harper ,1 9 8 3 :4 ) .  
This s ty le  f i t s  into the ethnographic framework because the informants 
explain what the objects in the photographs mean fo r  them and what 
might be missing from them (Harper,  1983:4 ) .  From th is  the researcher
is able to go back into the environment to capture missing images that
are re levant  to the social world of the informants. The f i e l d  notes 
are descript ions which the researcher recorded of d a i ly  events that
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took place while  in the h a ir  salon. The notes also contained thoughts 
and s t ra te g ie s  p e r t in en t  to the research. F i n a l l y ,  analysis  o-f the 
- f ie ld notes, photographs and the interviews addressed the question of 
meaning in a more general way (Harper,  1983:10).
Although other visual media such as f i lm  and video are ava i lab le  
fo r  research purposes, th is  study was l im i te d  to the use of the s t i l l  
camera as a visual method. There are two r a t io n a le s  for  using the 
s t i l l  camera in th is  research:
1) The s t i l l  camera is inexpensive, p o rtab le ,  and te ch n ic a l ly  easier  
to use in terms of obtain ing useful images as compared to v ideo-tap ing  
and motion p ic ture  f i l m i n g . +
2) The photograph enables the researcher to see re la t io n s h ip s  that  
are ,  in real t ime, too f l e e t i n g  to be recognized (Lewis, 1983:15).  
Unless one has a very good, and often expensive, v ideo-tape recorder  
or movie p ro je c to r ,  analysis  is at times very d i f f i c u l t  and t ime-  
consuming because of the volume of frames that  have to be analyzed.
An important reason fo r  choosing th is  p a r t ic u la r  h a ir  salon was 
that i t  is  a common type of salon for  th is  c i t y ,  in that i t  is a 
neighborhood salon ( i . e . ,  i t s  c l i e n t s  are a t t ra c te d  from the immediate 
area ra ther  than from greater  d is tances) .  The salon is l i k e  many 
others in terms of c l i e n t e l e ,  lo c a t io n ,  s t a f f  and s iz e .  A lso,  access 
was granted by a l l  the ha ir  s t y l i s t s .  They were informed as to what 
the research involved, i . e . ,  photographing and in terv iew ing .
Uhen taking photographs in the salon, the c l i e n t s  were informed 
that the photographs were fo r  research and fo r  that  purpose only .
Uhen customers did not consent to having th e i r  photograph taken i t  was 
noted and kept fo r  reference purposes. Only two customers refused to
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have th e i r  p ic tures  taken. The request o-f a c l i e n t  who did not wish 
to have h is  or her p ic ture  taken was honoured. I f  a photograph was 
needed to i l l u s t r a t e  a part  o-f the thesis  the c l i e n t  was contacted for  
permission. I f  he or she refused to give permission the photograph 
was not used and i f  possible an appropriate photograph of a consenting 
c l i e n t  was subst i tu ted  in i t s  p lace.
V a l id i  tv and R e l i a b i l i t v
V a l i d i t y  and r e l i a b i l i t y  are always of concern in any piece of 
research. V a l i d i t y  takes into account the d i f f i c u l t y  of gaining a 
t ru th fu l  and accurate impression of the behavior under study ( S h a f f i r ,  
et a l , 1980:11) .  R e l i a b i l i t y  centers onthe r e p l i c a b i l i t y  of one's 
f ind ings ( S h a f f i r ,  et  a l , 1980:12) .  One main element that concerns 
the v a l i d i t y  of th is  study is how the presence of a photographer 
a f fec ted  the behavior in the ha ir  salon. I t  is U e ick 's  (1968:375)  
argument that the more engrossed subjects are in th e i r  a c t i v i t y ,  the 
less l i k e l y  they are to behave in an a r t i f i c i a l  manner when being 
observed. In th is  case the ha ir  s t y l i s t ' s  work is one of extreme 
concentration upon th e i r  work as well  as th e i r  in te ra c t io n  with  th e i r  
customer. Customers do not have an opportunity  to change th e i r  
behavior because they are confined to the c h a i r ,  required to s i t  
s t i l l ,  have a c loth  pro tec t ing  and binding them, and thus have l i t t l e  
i f  any m o b i l i t y .  During the photographic observation period very 
l i t t l e  obvious a t te n t io n  was paid to the researcher.  Customers were 
i n i t i a l l y  curious as to what my reasons fo r  being in the salon were. 
Once th is  was conveyed to the customer, however, conversation resumed 
i t s  normal pattern  and content.
The p h o t o - e l i c i t a t i v e  interv iew technique v a l id a te s  the
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observations o-f the researcher.  This point is also stressed by 
C o l l ie r  and Harper. Denzin (19781291) advocates " t r ia n g u la t io n " , 
which is a technique of combining methods, to a l l e v ia t e  problems of 
estab l ish ing the v a l i d i t y  of the data .  In th is  case a combination of 
f i e l d  observations, photographic recording and group interviews were 
done. Group interviews are most productive where knowledge is public  
and not p a r t ic u la r ly  embarassing (Lofland & Lofland, 1984:14) as was 
the case here.
R e l i a b i l i t y  is  much more problematic in th is  study. Host 
observational methods have fewer controls and these controls are 
placed on the observer (Ueick, 1968:358).  Therefore ,  systematic 
observation was established to place constra ints  on the observer in 
order to increase the accuracy and r e l i a b i l i t y  of the observations.  
Birdwhiste l l  (1970: 153) stresses the fa c t  that knowledge or expertise  
in photography in no way makes one an expert .  I t  is through 
systematic t ra in in g  that one is able to get r e l i a b le  and v a l id  data 
(B i rd w h is te l l ,  1970: 153).  This was accomplished by developing a 
photographic schedule which was adhered to during the weeks of 
observation. UJagner (1979:147) speaks for  the whole profession when 
he states that the act of photographing is subjective in nature.  He 
also subscribes to a systematic format, such as a photographic 
schedule, to counteract the s u b je c t iv i t y  involved in taking  
photographs (Uagner, 1979:148).
This section has t r ie d  to address the problem of gaining  
r e l i a b i l i t y  and v a l i d i t y  w ith in  the visual context.  In ce r ta in  cases 
where recording may in te r fe re  with and a f fe c t  the social process, 
concealment may be be t te r  in ge t t ing  information. This is  a problem
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that must be addressed by any researcher; whether to conceal or be 
v is ib le  in the s e t t in g .++ Also a c t i v i t i e s  which are e i th e r  i l l e g a l  or 
a matter o-f privacy may be -felt  to be important to the study but hurt  
the people under study. Two questions had to be addressed, how th is  
w i l l  a-f-fect the v a l i d i t y  and r e l i a b i l i t y  o-f the work, and how i t  w i l l  
a-f-fect the behavior o-f the subjects under observation. Having 
discussed the -former question we must now must consider the l a t t e r .
Eth i cal Concerns
The topic o-f research eth ics  is too large and in t r ic a t e  to deal 
with as adequately as one would l i k e  in th is  section.  The aim here is  
to discuss the e th ica l  dilemmas that were most s a l ie n t  in th is  study.  
"Many e th ica l  dilemmas are matters o-f conscience not only -for the 
individual researcher-who must weigh both the po ten t ia l  harm to 
subject and the potent ia l  value o-f new knowledge to be gleaned-but -for 
the pro-fession as wel l"  <Riley 4c Nelson, 1974*119).
In th is  case the concern with anonymity is o-f great in te re s t .  
Since the camera is v is u a l ly  recording the in te rac t ion  w ith in  a semi- 
pr ivate  se t t ing  one must decide, what, when and where to take a 
photograph of someone. One must also consider i f  th is  visual record  
w i l l  harm a customer or ha ir  s t y l i s t  in any way. F i r s t ,  permission 
must be granted. This was requested when a customer sat in the c h a i r .  
He or she was informed, by the s t y l i s t s ,  as to the in tent  of the 
research in that i t  was a study of the ha ir  salon and the information  
was to be used for  a thes is .  A l l  but a few people gave th e i r  
permission to have photographs taken of them while they were in the 
process of ge t t ing  th e i r  ha ir  cu t .  The camera was always in f u l l  view 
of a l l  persons in the salon.
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S e l l t i z ,  et al <1965:240) state  that anonymity provides a greater  
-feeling o-f con-fidence on the part o-f the subject to give accurate 
information for  they might fear  disapproval or ge t t ing  into some kind 
of troub le .  On the other hand, they do s tate  that i f  an understanding 
and permissive manner is presented on the part  of the interviewer one 
w i l l  be more successful in e l i c i t i n g  frank responses ( S e l l t i z ,  et a l , 
1965:240).  The decision was made to be honest in divulging  
information about the nature of the study without being too de ta i led  
about i t s  purpose, and l e t  the c l ie n ts  make the decision to take part  
in the study.
A v is u a l ly  oriented study runs into many of the same procedural 
problems as other methods, in that they have and should consider the 
questions of r e l i a b i l i t y  and v a l i d i t y ,  e th ica l  concerns as well  as 
procedural accounts. Visual researchers have had to defend th e ir  
visual bent by being d e ta i led  and descr ipt ive  in th e i r  methodology i f  
they are to be received by the profession as a v a l id  area w ith in  
sociology. This is because many socio logists  view visual sociology 
with some cynicism and skepticism or are not w i l l i n g  to accept a new 
way of conceptualizing the social world around them. Another reason 
for  th is  discussion is to add to the ex is t in g  visual methodology so 
that others interested in the area w i l l  be able to use and learn from 
th is  study.
Notes
+. Biere (1983) also acknowledges th is  fa c t  by r e fe r r in g  to the s t i l l  
camera as a "grass roots" medium in which the ordinary person can 
purchase an inexpensive camera, take pic tures  and develop them him or 
herself  and as a resu l t  present his or her ideas to others.
++. See Linton <1983) fo r  a more de ta i le d  analysis of the e th ical  
problems that one must deal with when doing visual research.
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VISUAL METHODOLOGICAL DISCUSSION AND FINDINGS 
The stra tegy -for th is  thesis  included the use o-f the photograph 
as part o-f the methodology. The -following w i l l  attempt to describe how 
the three hundred photographs were used and to what extent they were 
use-ful -for gathering,  analyzing and communicating socio logical  data as 
they pertained to th is  research. The research used three kinds o-f 
data-gathering techniques -  two involving the camera d i r e c t l y  and one 
re ly in g  upon recorded notes. An analysis o-f the two visual methods w i l l  
be d e ta i le d  below.
The -following is not a experimental procedure that was developed to 
compare visual methods to more common and accepted methods, such as 
structured interviews or survey questionnaires.  The visual method was 
incorporated into a l l  aspects o-f the data gathering and was not in 
i tsel- f  a separate and d is t in c t  method. This section w i l l  d e ta i l  what 
the researcher considered to be the bene-fits and dr ubacks o-f using a 
visual method, in p a r t ic u la r  s t i l l  photography, in doing social  
research in a natural s e t t in g .
Findings Reoardino P h o to -e l ic 8 t a t iv e  Interv iews
P h o to -e l ic i ta t io n  involves taking the p ic tures  back to the persons 
being observed and having them describe events, objects and people 
w ith in  the photograph. The interviews were done in groups to minimize 
the amount o-f work and to get group comments. In-formation -from these 
interviews was extremely use-ful, -for the photographs provided concrete 
points o-f re-ference -for the interv iewer as well  as the interviewees.  
Seventy o-f the three hundred photographs were used in the
3 6
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p h o t o -e l i c i t a t i v e  in terv iews. These photographs were chosen based on 
th e i r  d i f f e r e n t  contents. As many o-f the photographs were the same. The 
photograph that was considered, by the researcher,  to be the best was 
used.
The photographs seemed to enhance the interv iew process g re a t ly  
(see interviews in appendix -for examples). Information about people in 
the photographs could e a s i ly  be t ran s la ted  by the s t y l i s t s  v e rb a l ly  with  
the researcher.  I t  was much l i k e  taking photographs of a party  and 
showing them to people- weeks l a t e r .  I t  sparked a t te n t io n  and sometimes 
excitement. UJhen interviews were done over a period of time one could 
review information from previous interviews and formulate another 
approach or use d i f f e r e n t  p ic tures  for  the next interv iew.
The p h o t o -e l i c i t a t i v e  interviews were not focused interv iews. The 
photographs structured the interview but did not impose ideas or 
questions upon the informants. The same p ic tures  were used in the 
second interview and yet d i f f e r e n t  and useful information was gained.  
Information gained from photographs in th is  manner y ie lds  more 
q u a l i t a t iv e  data than photographs used on th e i r  own.
Findings Regarding Photo-analysis
Photo-analysis was useful fo r  documenting and i l l u s t r a t i n g  events 
w ith in  the salon. Other uses of photo-analysis involve such 
p o s s ib i l i t i e s  as keeping an inventory of things and people, i l l u s t r a t i n g  
what the se t t in g  and people looked l i k e ,  how the in te rac t ion  was staged,  
clo th ing  worn, how people spaced themselves, what jobs were performed 
during a given period of t ime, e tc .  Over a period of time one could 
document, for  example, the r e la t i v e  number of people s t y l i s t s  had 
serviced or whether more women were c l ie n t s  than men in th is  p a r t ic u la r
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
38
salon. Photo-anal /s is  would not provide s u f f ic ie n t  data -for th is  
p a r t ic u la r  research. More must be known about the p a r t ic ip a n t 's  l i f e  on 
a day-to -  day basis.  This information is necessary to understand what 
was taking place in the photographs.
The photographs provided a way o-f sparking the researcher 's  re c a l l  
about certa in  events. Things that were -forgotten or -felt  to be 
unimportant became s a l ie n t  when viewing the photographs. An example o-f 
th is  was the costumes that the s t y l i s t s  assigned to c l ie n ts  in th e ir  
encounters. In certa in  photographs, the props were shown to i l l u s t r a t e  
how the s t y l i s t s  give o f f  impressions. An example of th is  is photograph 
#15 in appendix. Uhen the s t y l i s t s  were asked whether the props were 
in te n t io n a l ly  arranged for  the customers' ben e f i t  the s t y l i s t s  rep l ie d  
that they did i t  fo r  the dake of convenience. To the researcher, the 
impression given o f f  by th is  prop was one of t id iness  and orderl iness  
which r e f l e c ts  upon the s t y l i s t s .
The photographs also made awareness of events much more c r i t i c a l .  
An example of th is  was the assignment of costumes to c l i e n t s .  The capes 
which were put over the c l ie n ts  can i l l u s t r a t e  what props are used in 
status degradation ceremonies <see photographs #2 & #6 in appendix).  
Photographing was made systematic by o u t l in in g  and w a it ing  for  certa in  
events to take place that were determined to be regular  parts  of the 
s t y l i s t ' s  performance. Examples of th is  were negotiat ions over ha ir  
s ty les  using fashion magazines, (see photograph #5 in appendix) and 
s t y l i s t s '  tasks. However, a f te r  a period of time other events that were 
f e l t  to be important but not part of the regular  routine were recorded. 
An example of th is  was a s t y l i s t  l ig h t in g  a c l i e n t ' s  c ig a re t te  (see 
photograph #10 in appendix).
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The method o-f photographing people is something that soc io log ists  
must be made aware o-f. The p a r t ic ip a n ts  must be able to -feel 
com-fortable in the presence o-f the camera. In the salon i t  took about 
two weeks be-fore the s t y l i s t s  were accustomed to having th e i r  p ic tures  
taken. During th is  period o-f time they would complain about being 
photographed and turn th e i r  heads when they knew they were being 
photographed. This soon passed as the researcher became more -familiar  
w ith ,  and gained the t ru s t  o-f, the s t y l i s t s .
Taking p ic tures  of c l i e n t s  was even more d i f f i c u l t ,  since there 
are so many people coming into the salon on a d a i ly  basis one must be 
careful  to avoid suspicion, and to appear pleasant and nonthreatening.  
This was accomplished by the s t y l i s t s  vaguely informing th e i r  c l ie n t s  as 
to the reason fo r  the researcher being there and the researcher not 
s t a r t l i n g  c l ie n ts  when taking photographs. I was also a f ra id  of taking  
pic tures  of some customers, mainly men, fo r  fear  of r e p r is a ls .  Few 
customers were put o f f  by having th e i r  p ic tures  taken. In fa c t  a f te r  
the study was completed many customer asked where the photographer was. 
They came to take the researcher fo r  granted as a f i x t u r e  w i th in  the 
sal on.
Gaining a vantage point w i th in  the salon was important. Since
v
there were so many m irrors  w i th in  the salon i t  was quite  easy to 
photograph anything without having to move from one centra l  lo ca t io n .
The m irrors  were serendipitous props fo r  they allowed the researcher to 
photograph through the m irror  at many angles. Many times several sides  
of the action could be seen because of the mirrors'. The researcher did  
not have to move around a great deal and therefore  the amount of 
impingment upon behavior was minimized. In f a c t ,  when the researcher
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interviewed the s t y l i s t s ,  they were asked i-f h is  presence disturbed the 
normal ro u t in e .  The s t y l i s t s  said that they did not notice any change 
in the behavior o-f th e i r  c l i e n t s .  This -fact was -further backed up during 
the photographic recordings. C l ie n ts  would be curious as to what the 
researcher was doing, but a-fter they were to ld ,  the conversation resumed 
i ts normal top i c .
The visual method also has i t s  drawbacks. Film is d i f f i c u l t  to 
manipulate throughout the process. I-f l i g h t  le v e ls  and focus are not 
taken into account many of the photographs w i l l  be useless for  a n a ly is .  
Also developing the photographs takes some s k i l l .  Two weeks of f i lm  
were destroyed because chemicals were not mixed proper ly .  Some 
technical knowledge of photography must be known before taking p ic tures  
and even then, mistakes can happen. One must also fee l  comfortable  
taking photographs of others.  I f  one fe e ls  embarassed in taking a 
p ic tu r e ,  an opportunity to capture something s ig n i f ic a n t  may be lo s t .
On some occasions photographs were not taken in order to protect  or to 
avoid embarrassing the subjects .  I t  was the researcher 's  f e e l in g  of 
ob l iga t ion  to not in any way harm the subjects .  I f  a p a r t ic u la r  
photograph was p o t e n t ia l l y  harmful i t  was not used.
A f in a l  point to be made is that  the researcher used black and 
white photographs. This was done so that  he could develop the 
photographs himself and save time and money. The obvious draw-back to 
using black and white photographs is that  they are not capable of 
showing colour.  This salon had teal blue w a l ls  and r ic h l y  stained  
mahogany wood p a r t i t i o n s .  The set could not be adequately represented  
using black and white photographs.
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Uhat photographs do well  is enable the researcher to analyze them 
■for content that may have been overlooked while  in the s e t t in g .  They 
are use-ful tools in the interv iew s i tu a t io n .  They can be used to spark 
the memories o-f the in-formant b e t te r  than t ry in g  to describe an event 
and have them re c a l l  i t .  I t  is  a way o-f keying the in-formant in or 
jogging the memory with something tan g ib le .
Photographs can be used in a number o-f ways. As was d e ta i le d  in 
the methodology section they can be used as data ,  i l l u s t r a t i o n ,  
documentation and n a r ra t io n .  Narra t ion  is the most problematic o-f the 
-four. In th is  research the photographs were mainly used to i l l u s t r a t e  
or document a po in t .  As data,  the photographs can be used to l i s t  the 
number o-f c l ie n t s  the s t y l i s t s  serve, di-f-ferent a c t i v i t i e s ,  and the 
props used. One photograph can be used to d e ta i l  many points as is  
demonstrated in the f ind ings  and a na lys is .  The photograph s t i l l  needs 
some concrete theory to guide and d i r e c t  the photographic recording.  
There must be a knowledge base about the social  world being researched 
otherwise the photographs cannot be considered s o c io lo g ic a l ly  sound.
The question must be asked: can photographs be used on th e i r  own
to convey socio logical  data? The answer is that  i t  depends upon the 
p a r t ic u la r  se t t in g  that  is under study. I f  one is examining proxemics 
and how people place themselves then photographs can stand on th e i r  own. 
Uhen we are t ry in g  to explain th ings, such as why people manage 
impressions, photographs are of l i t t l e  va lue .  Photographs can 
i l l u s t r a t e  impression management but not explain i t .
A fac to r  about using photography in a social  s e t t in g  is th a t ,  fo r  
many people, being photographed is a p a r t 'o f  d a i ly  l i f e .  P a r t ie s ,  
weddings, and d a i ly  events are the substance of most photographs. They
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can document a p a r t ic u la r  point in time that can be viewed again and 
again and s t i l l  y ie ld  in-formation.
In the salon a certa in  amount o-f re c ip ro c i ty  went on. Since 1 was 
the taker most o-f the time an imbalance emerged in my re la t ionship  with  
the s t y l i s t s .  To o-f-fset th is  the s t y l i s t s  took photographs o-f me. 
However, i-f I had not -formed a strong re la t ion sh ip  with these people I 
do not think I could have taken good sociological and intimate  
photographs of them. There must be respect for  the s t y l i s t s '  intimacy 
with c l ie n t s .  Concentration is very important to people in the salon 
and i f  they are being constantly made aware of the camera and 
researcher's  presence, concentration and behavior can be broken or 
changed.
In summary, photography as a sociological tool is very usefu l .  I t  
is not able to do everything that f i e l d  notes do but i t  does i l l u s t r a t e  
some points be t te r  than notes. In the p h o to -e l ic i ta t iv e  interv iew,  
photographs allow the informants to view themselves and ta lk  about what 
is taking place in the photograph, as well  as why and when i t  took 
place. This information is extremely useful because photographs can 
confirm or inva l idate  information that was previously thought to be 
t rue.  Photographs as documents of a p a r t ic u la r  social group can be used 
to i l l u s t r a t e  and document events that are t h e o r e t ic a l ly  usefu l .
However, w ith in  certa in  se t t ing s ,  th is  one included, they can not be 
used on th e ir  own; the behavior is too complex. Intimacy with the 
people is one way of a l l e v ia t in g  th is  problem. Some knowledge of what 
is taking place w ith in  the environment must be developed before taking  
any pictures and analyzing them w ith in  a piece of research.
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FINDINGS AND ANALYSIS
To r e i t e r a t e  some of Goffman's < 1961 s 17) main premises, encounters 
are marked by a person's continuous presence before another in ■face-to- 
face in te ra c t io n .  Both actors gain information about each other in 
order to define the s i tu a t io n  and w ith  th is  information the actors w i l l  
know how to in te rac t  in order to get the desired responses from the 
other <Goffman, 1959s 1 ) .  S tra teg ies  are developed for  gaining th is  
information for  both funct ional purposes <to get the job done) and for  
e g o t is t ic  reasons ( ro le  c r e d i b i l i t y ) .  These s t ra te g ie s  involve  
expressions that a person sends to the other which are meant to 
influence others '  impressions of the actor and performance, thus having 
some control over the d e f in i t io n  of the s i t u a t io n .  Other fac to rs  that  
are present are t y p i f i c a t io n  of c l i e n t s ,  presentation of s e l f  and use of 
the stage, set and props.
The ha ir  s t y l i s t s '  performance is marked by entrance of the c l i e n t  
who is in the salon to be serv iced.  The h a ir  s t y l i s t  is not only 
dealing with  another person's sense of s e l f  but is  expressing s e l f  
through the performance. This is expressed by one s t y l i s t  who said he 
was " s e l l in g  himself"  to c l i e n t s .  S t y l i s t s  are not only s e l l in g  th e i r  
h a ir -c u t  but themselves, as people. The h a ir  s ty le  is the product of 
th is  performance and is an expression of the s t y l i s t ' s  s e l f .  I f  the 
ha ir  cut is seen as bad or not the s ty le  wanted by the customer, the 
customer sees the s t y l i s t ' s  performance as bad. The s t y l i s t  is  
r id ic u le d  for  performing badly because the s ty le  was wrong or poorly  
cut .  As a re s u l t  of th is  the s t y l i s t  loses ro le  c r e d i b i l i t y .
^3
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I f  we assume that  any change in s e l f  a t t i tu d e  takes time to get 
used to then we can see that a s w i f t  change in appearance w i l l  almost 
always come as a shock to most c l i e n t s .  The ha ir  s t y l i s t ,  as said many 
times before,  w i l l  have to develop s t ra te g ie s  to a l l e v ia t e  th is  
traumatic shock c l i e n t s  -feel.  I-f they can not do so they stand a very 
good chance o-f losing ro le  c r e d i b i l i t y  and subsequently customers.
The -following descr ipt ion and analys is  attempts to understand the 
h a ir  s t y l i s t ' s  social world and concommitant in te rac t ion  s t ra te g ie s  for  
maximizing ro le  c r e d i b i l i t y .
Social Structure of the Hair Salon
U i th in  meny small group s i tu a t io n s  ideo-cu ltures  evolve as a re s u l t  
of the group members, th e i r  in te ra c t io n ,  and the group function (F in e ,  
1979).  Through fa c e - to - fa c e  encounters, the small group or team evolves 
new hab its  of speech, shared b e l i e f s  and ways of act ing (Ridgeway, 1983: 
252) .  Whyte (1949) pointed out that size influences group s tructure  in 
his  study of the re s ta u ran t .  The smaller the group, the less complex 
and homogeneous i t s  social s t ru c tu re .  Tasks can be done by anyone 
w ith in  the group. The h a ir  s t y l i s t  group w i th in  the salon was comprised 
of three f u l l - t i m e  members (Guy, Bev and Paul) and two p ar t - t im e  members 
(Steve and Gina).  The t h r e e - f u l l  time members were accredited ha ir  
s t y l i s t s .  Of the two p a r t - t im e  members, one was a tra inee and the other  
was a rec e p t io n is t  fo r  the busy days, who occasional ly  helped with  the 
s ty l in g  when the other s t y l i s t s  were busy.
Guy was the team s ta r  or leader of the salon. He had the most 
customers and as a re s u l t  was the bus iest .  Since he was the busiest he 
was given the most help by the others (see photogrph HI in appendix).
In th is  instance Guy is in the checked s h i r t  p u t t in g  perm rods in a
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woman's ha ir  while  Paul is ass is t ing  him by handing him rods, papers and 
straws. Guy did not have to shampoo peoples' ha ir  but ra ther  had Bev or 
Paul do th is .  This arrangement was also manifested during perming 
sessions which were usual ly  lengthy. Guy would usual ly  have Paul help 
him with placing the perm rods, papers and straws in the h a i r .  This  
helping took place even when Bev was very busy. Paul r a r e ly  helped Bev
other than occasionally  with shampoos (although Bev did most of her own
shampoos, see photograph 112 in appendix). In th is  photograph Paul is 
helping Bev adjust the cape of a c l i e n t .
As team star  Guy would check out,  give advice, and help with a
c l i e n t ' s  h a ir -c u t  on which Bev was working. Bev did not advise Guy, 
however. This behavior was one of the fa c ts  that d ist inguished the 
hierarchy w ith in  the salon. In fa c t  Guy never helped Bev out with her 
more mundane jobs l i k e  perms and sweeping the f lo o r .
Bev occupied a middle status posit ion w ith in  the salon. She had 
more c l ie n t s  than Paul but not as many as Guy. She had the same duties  
as Guy but t reated Guy with more deference than he treated her .  She 
stated during the researcher 's  observations that Guy should not answer 
the phone because i t  was not the proper thing to do according to his  
posit ion w ith in  the salon. Her reason was that he was the owner of the 
shop and i t s  s tar  performer and i t  would appear inappropiate i f  he 
answered the phone. Being the owner of the salon gives s ta tu s ,  but 
status as a s t y l i s t  has to be maintained by having a large c l i e n t e l e .
The gatekeeping ro le  which Bev played regulated the status of other  
s t y l i s t s  w ith in  the salon.
Paul occupied the lowest status of the s t y l i s t ' s  group. His 
r e s p o n s ib i l i t ie s  included washing the f lo o r ,  vacuuming, stock, c leaning,
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shampooing, bra id ing and ass is t in g  others w i th in  the salon. Since he 
did not cut ha ir  and have a regular  c l i e n t e l e  he was not considered to 
hold high s ta tu s .  From the analysis  of the photographs, interviews and 
observations, Pau l 's  main jobs were the ones that held l i t t l e  prestige  
and were considered housekeeping tasks (see photograph #3 in appendix).  
In th is  photograph Paul is making sure the s ta t io n s  are clean and in 
order.  Notice the cleaning c loth  in h is  r ig h t  hand..
Thus, the s tatus o-f ha ir  s t y l i s t s  is a r e s u l t  of th e i r  a b i l i t y  to 
keep a large c l i e n t e l e .  - Other s t y l i s t s  in the team help to support the 
high status s t y l i s t .  However, the high status  s t y l i s t  must be 
convincing in h is  or her performance. In order to have a convincing 
performance s t y l i s t s  have developed s t ra te g ie s  fo r  dealing w ith  c l i e n t s .  
They also must be able to deal w ith  a l l  types of c l i e n t s  that  are 
encountered in the salon.
Talk and Information S tra teg ies
There are stages, types of t a l k ,  and information s t ra te g ie s  that  
take place between s t y l i s t s  and customers. During the in t i  t i al stage of 
the encounter i t  was observed that ta lk  was more funct ional  and formal.  
I n i t i a l  encounters mark a c r i t i c a l  point in the s t y l i s t - c l i e n t  
re la t io n s h ip s .  As Goffman (1961: 18) pointed out,  encounters are marked 
by ceremonies of entrance, in te ra c t io n  and departure .  I t  is at the 
entrance point that the s t y l i s t  must make a good impression w ith  the 
c l i e n t .  S t y l i s t s  usua l ly  i n i t i a t e  the encounter w ith  s a lu ta t io n s ,  then 
proceed to an information acqu is i t io n  process marked by a number of 
questions. I f  i t  is the c l i e n t s '  f i r s t  time in the salon, s t y l i s t s  
would: 1) introduce themselves, 2) ask c l i e n t s  i f  they have any ideas
as to how they want t h e i r  ha i r  cu t ,  3) ask who r e fe r re d  them to the
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salon. The l a t t e r  is used as an in-formation s t ra tegy  to -further 
determine the social group c l ie n t s  belongs to as well  as th e i r  li -fe  
s ty le s .
Talk almost always took place between s t y l i s t s  and c l i e n t s  while  
the c l ie n t s  were ge t t in g  th e i r  h a i r  cu t .  Ulith regular  c l ie n t s  the type 
o-f ta lk  was usual ly  about personal or int imate aspects o-f th e i r  l i - fe .  
U ith  new c l ie n ts  the ta lk  dea l t  more w ith  and about h a i r .  During some 
encounters c l i e n t s  or s t y l i s t s  did not ta lk  but i t  was unusual not to 
see c l ie n ts  and s t y l i s t s  engaged in discussion of one -form or another.  
Most customers were given magazines to read when they were not having 
th e i r  ha ir  attended to .  In some instances a c l i e n t  would bring the
magazine to the c u t t in g  chair  and t ry  to read while  being cu t .  This did
not continue -for very long because o-f the angle o-f the head necessary 
-for reading. General ly ,  the only choice c l i e n t s  had while  s i t t i n g  and 
g e t t in g  th e i r  ha ir  cut was to ta lk  or not t a l k .
The type o-f ta lk  var ies  -from person to person. When asked about
the d i f fe rences  between the ta lk  men and women tend to produce, the
s t y l i s t s  contend that there are d e f in i t e  d i f ferences  between the sexes. 
On the whole the s t y l i s t s  f e l t  that men were braggarts .  This was 
exemplif ied on one occasion in which a male was ta lk in g  about the 
problems he had w ith  his  love r ,  w i fe ,  chi ldren and job .  The s t y l i s t  who 
relayed th is  discussion f e l t  that  the male customer was bragging about 
the fa c t  that he had a lover as well  as bragging about the job he had. 
S t y l i s t s  also f e l t  that men were more demanding and p e r f e c t io n is t ic  in 
th e i r  expectations of the ha ir  s t y le .  S t y l i s t s  f in d  that  women tend to 
ta lk  about everything although food is quite  a prevalent to p ic .  The 
s t y l i s t s  usually  can ta lk  about anything with  th e i r  c l i e n t s ;  from food
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to p a r t ie s ,  women's c lo th ing  s ty le s  to the c r i s i s  in Lebanon. Although 
s t y l i s t s  l is te n  and appear to be nonjudgemental they do express th e i r  
■feelings about th e i r  customers to -fellow s t y l i s t s .
Talk also deals with the ha ir  s ty le  i ts e l - f .  The ha ir  s t y l i s t s  w i l l  
explain what they are doing, why they are doing i t and how the s ty le  can 
be maintained. I f  the s t y l i s t  can t r a in  the c l i e n t  to maintain the h a ir  
s ty le  then the c l i e n t  may not complain that  the h a i r  looked bad the next 
day. I f  c l i e n ts  can maintain the ha ir  s ty le  according to d i re c t io n s  
then they w i l l  fee l  they got a good ha ir  cu t .  With a regular  customer 
the s t y l i s t s  f e l t  that  they no longer had to ta lk  about ha ir  as much.
At th is  time they have gained a great deal of personal information about 
th e i r  c l ie n t s  and haue developed a re la t io n s h ip  in the process. The 
s t y l i s t s  have also revealed information about themselves. This is one 
point that Goffman does not recognize in h is  development of in te rac t io n  
s t ra te g ie s .  That is that people have to give in order to receive i f  
they are to sustain a r e la t io n s h ip .
Ta lk ing  is important in s t y l i s t / c l i e n t  re la t io n s h ip s .  Ta lk  allows  
s t y l i s t s  to gain information that  enables them to accurate ly  assign ha ir  
s ty le s .  As w i l l  be discussed l a t e r ,  c l i e n t s  expect s t y l i s t s  to l i s te n  
to personal l i f e  s to r ie s  as well  as what type of h a i r  s ty le  they want.
Talk  and Framing
I t  was emphasized that h a i r  s t y l i s t s  engage in a great deal of ta lk  
with th e i r  c l i e n t s .  The amount and kind of in te ra c t io n  that s t y l i s t s  
disp lay  with th e i r  c l i e n t s  seems to determine the degree of involvement 
in one of the two frames <socio-emotional or task) on the par t  of the 
s t y l i s t s .  Th is  s h i f t  in frame also involves a s h i f t  in ro le  fo r  the 
s t y l i s t s .  The s h i f t  in ro le  does not imply that  the f i r s t  ro le  w i l l  be
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l o s t .  I t  implies that  the s t y l i s t s  invest more o-f themselves in one 
ro le  than the other ro le  w i th in  a given -frame. U i th  new c l ie n t s  the 
s t y l i s t s  w i l l  be more involved in the task ro le  than they would be with  
regular  c l i e n t s .  U ith  regular  c l i e n t s  the s t y l i s t ' s  ro le  is more 
socio-emotional than with new c l i e n t s .
At one point in the observations the researcher made re-ference to 
the -fact that the s t y l i s t s  t a lk  a great dea l .  In response, one s t y l i s t  
r e p l ie d  that  they ta lk  -for a reason. I t  is not ta lk  -for t a lk in g 's  sake 
but -for s t ra teg ic  purposes. The amount o-f t a lk  usua l ly  depends upon the 
type of c l i e n t  the s t y l i s t  is c u t t in g .  Q u a n t i ta t iv e ly ,  there is usual ly  
less ta lk  with regular  c l i e n t s  than with new c l i e n t s .  A possible reason 
fo r  th is  is that the s t y l i s t s  fee l  more compelled to ta lk  to new c l ie n t s  
because they want to appear personable and in terested  and, as was 
previously s ta ted ,  customers expect th is  of the s t y l i s t .  The new c l i e n t  
may therefore come back fo r  personal reasons such as l i k in g  the ha ir  
s t y l i s t ' s  way of in te ra c t in g  or e f f i c ie n c y .  U i th  some regular  customers 
personal re la t io n sh ip s  emerge that resemble close fr iendships ra ther  
than service worker/customer. The frame at th is  point  in the 
re la t io n s h ip  appears to be more socio-emotional than t a s k - l i k e .  A 
s im i la r  s i tu a t io n  occurs in bars where a customer and waitress  become 
f r iend s  over a period of time.
Q u a l i t a t i v e ly ,  the type of ta lk  that a s t y l i s t  engages in w ith  a 
new c l i e n t  is much more formal and c o n tro l led ;  much l i k e  when one meets 
a person fo r  the f i r s t  t ime. Here the ta lk  deals more with ha ir  than 
with personal issues. The frame is more task or iented at th is  point in 
the re la t io n s h ip .  S t y l i s t s  must make as much of an impression as 
possible with new customers. Customers of a higher class than the
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s t y l i s t  tend to s h i f t  the s t y l i s t s '  ro le  behavior into the task -frame as 
do customers who are hard to deal w i th .  As a r e s u l t ,  s t y l i s t s  keep to 
th e i r  task ro les as much as possible.  This emphasizes the e-f-fect that
the c l ie n t  has upon in te ra c t io n .
From what was stated above, the socio-emotional -frame does not 
arise automatical ly .  The i n i t i a l  -frame that is operating wi thin the 
salon is the task i t s e l f .  The socio-emotional frame emerges a f te r  a 
period of time in which the s t y l i s t  and c l ie n t  become fa m i l ia r  with each 
other.  The socio-emotional frame seems to be the larger frame with in  
which the task frame is embedded. The degree to which the frames are 
s a l ie n t  is dependent upon the d i f f e r e n t  types of c l ie n ts  that frequent  
the salon. And these frames in turn,  determine the ro le  the s t y l i s t  
w i l l  enact.
Since s t y l i s t s  deal with such a changing population of customers
they have to adjust themselves to each customer. This was brought out
during observational recording. S t y l is ts  acted d i f f e r e n t l y  with each 
customer and i t  seemed dependent upon the type of customer. The type of 
impressions managed are a response to the type of customer.
Intimate Customer Knowledge and Gossio
Hair s t y l i s t s  do gain much intimate information about peoples' 
l i v e s .  One of the reasons that the s t y l i s t s  ta lk  so much is that a lo t  
of useful information is gleaned during these encounters. The s t y l i s t s  
often know such things as a c l i e n t ' s  profession, marita l  s tatus,  
chi ldren ,  personal preferences, fr iendship group, whether they have a 
lover ,  are being u n f a i t h f u l ,  e tc .  In a way we can compare the ro le  of 
hair  s t y l i s t s  to that of psychologists. Hair s t y l i s t s  l is te n  to the ir  
c l ie n t s '  problems, personal or s o c ia l .  They l is te n  to d e ta i ls  of
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p a r t ie s ,  ch i ld rens '  l iv e s  and assorted other in-formation; and often give 
advice or counsel.
In a neighborhood ha ir  salon the s t y l i s t  is a central  person in the 
gossip network. Since many of the c l ie n ts  are re la te d  or f r iends  
s t y l i s t s  become f a m i l ia r  with most of the gossip of other c l i e n t e l e ,  
e . g . ,  news of ann iversar ies ,  weddings, b i r th s ,  squabbles, e tc .  For a 
few c l ie n ts  i t  is th e i r  chance to ta lk  to someone who w i l l  l i s t e n .  And 
the s t y l i s t s  do a lo t  of l i s te n in g .  With some c l i e n t s  the s t y l i s t  
enjoys l is te n in g  and ta lk in g  but with others i t  becomes a chore. Some 
of the c l ie n ts  that  the s t y l i s t s  don't  l i k e  l is te n in g  to are the 
"complainers" or "airheads" ( c l i e n t s  that the s t y l i s t s  think are stupid)  
as they c a l l  them. U i th  some c l ie n t s  they w i l l  a lready know what the 
gossip w i l l  be.
S t y l i s t  S trateo ies
The premise of th is  section is that s t y l i s t s  develop s t ra te g ie s  in 
th e i r  encounters with c l ie n ts  in order to Inf luence the c l i e n t ' s  
perception of se l f - im age.  More simply, the s t y l i s t  develops techniques 
so that the customer w i l l  l i k e  the ha ir  s ty le  the s t y l i s t  assigns to 
them. S tra teg ies  are intended to minimize disappointment and are 
processual in that they take place before ,  during and a f te r  the 
encounter. There are six general s t ra teg ie s  that the s t y l i s t s  use in 
inf luencing the customer's evaluation of s e l f  appearance: tear ing  down, 
g u i l t  by appearance, s h i f t in g  r e s p o n s ib i l i t y ,  t ra in in g  c l i e n t s ,  
complimenting, and forecast ing .
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The encounter is i n i t i a t e d  by the customers Mho usua l ly  make the 
- f i rs t  contact w ith  the salon v ia  the phone. In th is  conversation the 
s t y l i s t  who answers the phone w i l l  ask who i t  i s ,  phone number, i-f i t  is  
not a regular  customer, whether they have short  or long ha ir  and i f  they 
want a perm. This information is w r i t te n  into the appointment book <see 
photograph #4 in the appendix).  Also during th is  i n i t i a l  verbal  
contact,  the s t y l i s t  w i l l  ask when they had t h e i r  h a i r  cut l a s t .  I f  i t  
has been over three months then they w i l l  comment on th is  f a c t .  Th is  
implies that there is a need fo r  s e l f  improvement. In the case of the 
ha ir  salon studied, the normal time period fo r  the average c l i e n t  to 
have th e i r  ha ir  cut was every three months. There, is a norm established  
by the ha ir  s t y l i s t s  that  keeps customers coming in r e g u la r ly .  I t  
involves the s t y l i s t s  advising the c l i e n t  to come back w i th in  a cer ta in  
length of time so that  the ha ir  s ty le  can be maintained. In some cases 
the researcher witnessed c l i e n t s  asking the s t y l i s t s  when they should 
return  fo r  a h a i r  cut:  Often th is  may be as a r e s u l t  of the time i t
takes fo r  a ha ir  cut to grow out or fo r  a s p e c i f ic  event such as a 
wedding or a par ty  that a c l i e n t  is going to a t tend .
Id e n t i f i c a t io n  of C l ien t  by Appearance
As was stated in the review of the l i t e r a t u r e ,  a person can be 
i d e n t i f i e d  as belonging to a p a r t ic u la r  social  group by th e i r  h a i r  
s t y le .  However, c lo th ing  can also be used to define and id e n t i f y  group 
a f f i l i a t i o n  and personal id e n t i t y .
"You size them from t h e i r  shoes up. You're not going to do t h e i r  h a i r  
i f  i t  doesn't  go w ith  t h e i r  l i f e s t y l e  and t h e i r  shoes w i l l  t e l l  you 
th e i r  1 i f e s t y l e . "
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Stone (1970b* 231) emphasizes what s ty les  already do in s ta t in g  that  
"clothing has i t s  s ign if icance in the recognit ion ,  d i f f e r e n t ia t io n  and 
reapproachment of people."
Oftentimes i t  is a member of the family  or a close f r ie n d  who has 
re fe rred  a c l ie n t  to the s t y l i s t .  I f  the s t y l i s t  knows what the other 
group member's h a ir  cuts are l ik e  then they can usually  expect the new 
customer w i l l  l i k e  a s im i la r  ha ir  s t y le .  In f a c t ,  much of the business 
is generated by word of mouth by c l ie n t s  to r e la t iv e s  or close f r ie n d s .  
Very few c l ie n ts  were "walk-ins" ( i . e . ,  those who sponteneously walk in 
o f f  the s tre e t  and ask fo r  a ha ir  cut and do not care who cuts th e ir  
h a i r ) .
Assignment of Customer's Appearance
I f  the c l ie n t  hasn't  any ideas about ha ir  s ty le  the s t y l i s t  w i l l  
o f fe r  some suggestions. Often they w i l l  point out s ty les  in trade 
journals  or fashion magazines (see photograph #5 in appendix). In th is  
photograph notice the c l ie n t  and s t y l i s t  looking at a book with p ic tures  
of heads. The c l i e n t  is able to choose a s ty le  which is deemed 
s u i ta b le .  C l ien ts  may also show the s t y l i s t  where and how they want 
th e i r  ha ir  cut by moving th e i r  ha ir  around with th e i r  hands (see 
photograph #8 in the appendix). Or the s t y l i s t  w i l l  choose a s ty le  
based on his or her perception of the c l ie n t  and t e l l  the customer how 
they are going to cut h is  or her h a i r .  Often the s t y l i s t  w i l l  explain  
to the c l ie n t  why such a cut is chosen and use technical s ty le  ta lk  
based on theoret ica l  and methodological knowledge of h a i r .
The s t y l i s t  often t e l l s  the c l ie n t  about the theory of ha ir  cu t t ing  
and at times teaches the c l ie n t  how to maintain the ha ir  s t y le .  For 
example s t y l i s t s  w i l l  discuss with the c l i e n t  how the shape of the head,
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type o-f h a i r ,  l i f e s t y l e ,  and -fashion trends d ic ta te  the type o-f ha ir  
s ty le  the s t y l i s t  can give the c l i e n t .  The s t y l i s t  points to a higher  
auth o r i ty  that at the time is governing the types of ha ir  s ty le s  that he 
or she can assign.
Hair  s t y l i s t s  appear to be knowledgeable in f ro n t  of the customer 
when using s ty le  language. The ta lk  about h a i r  is very s p e c i f ic  and 
d e ta i le d .  They ta lk  about ha ir  f o l l i c l e s ,  thickness and dens ity ,  the 
d i f f e r e n t  ways h a ir  grows, colour temperatures, s ty les  and theory of 
ha ir  s t y le s .  The average customer does not have any of th is
information. This  type of informational exchange is part  of the
impression management funct ion .  The c l i e n t  may be impressed i f  the 
s t y l i s t  appears to be knowledgeable.
The fo l low ing  is a typ ica l  example of a c l i e n t  and s t y l i s t  
negot ia t ing  for  a h a i r  cu t .  A teenage male came in and i t  was h is  f i r s t  
time in the salon. The s t y l i s t  introduced himself and then asked the 
young man to come to the h a ir  c u t t in g  area to be shampooed and cut .
While in the c u t t in g  chair  the c l i e n t  was asked i f  he had an idea as to 
the s ty le  he wanted. I t  was a new wave ha ir  cu t .  The s t y l i s t  to ld  him 
that he was going to cut i t  w ith  a 'masculine” f l a i r  as opposed to an
'androgynous” cut which was more feminine. Although th is  was said in a
questioning tone of voice i t  seemed to make a suggestion and influence  
the customer's choice of h a ir  s t y l e .  The s t ra teg y  was to expla in to the 
c l i e n t  about the s ty le  chosen which used both the c l i e n t ' s  choice of 
ha ir  s ty le  and added the s t y l i s t ' s  in t e r p r e t a t io n .  Other times the 
s t y l i s t  w i l l  suggest a h a i r  cut that  is f e l t  to be appropriate and the 
c l i e n t  w i l l  say ”you must be reading my m ind.” This happens more often  
with regular  c l i e n t s  than w ith  new c l i e n t s .  Although ta lk  is important
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in determining what s ty le  o-f h a ir  cut to assign a customer, ta lk  is also  
a part  o-f the s t y l i s t ' s  ro le  expectations.  As w i l l  be described in the 
next section,  the amount o-f in te ra c t io n  that takes place is corre la ted  
to the amount o-f ro le  detachment in which the s t y l i s t  engages.
1) Tearing Down
The tear ing  down stage is begun when the c l i e n t  enters the salon.  
The s t y l i s t  has the c l i e n t  take o-f-f h is  or her coat and come to the 
basin to have his or her h a i r  washed. During th is  process the customer 
is made to look t e r r i b l e  (see photographs #2 & #6 in appendix).  In 
these photographs only the customers's -face is  in view and t h e i r  h a i r  is  
wet or covered. Gar-finkel (1956: 420) ident i - f ies  th is  trans-fomation as 
a "status degradation ceremony" in that the c l i e n t  s u f fe rs  a reduction  
of id e n t i t y  at  the hands of another. The s t y l i s t s  s ta te  that  they wash 
the c l i e n t s '  h a i r  because i t  is eas ier  to manage while  c u t t in g .  This  
may be so, but th is  treatment of customers is s i m i l i a r  to the treatment  
of prisoners or d ra f te e s .  The l a t t e r ' s  experience of s tatus degradation  
consists of the shaving of the head and assignment of a uniform. A l l  
aspects of a person's previous s e l f  are taken away when th is  is  done.
14 i th in  the salon i t  was found that  a s im i la r  process also occurs.  
The bodies of the customers are taken over by the s t y l i s t s .  Customers 
are given a p la s t ic  cover that  hides and protects  th e i r  body, t h e i r  h a i r  
is wet and a towel is placed around t h e i r  head (see photographs #2 &
# 6 ) .  The fo l low ing  is a s t y l i s t ' s  account of th is  s tatus  degradation  
process.
"Our f i r s t  thing here is to knock the hype out of h a i r . . .w e  t ry  to relax  
the people r ig h t  away...You touch them...Ue humiliate them by gett ing  
them a l l  wet. They are ruined. But while they are s i t t i n g  up front  they 
are going through quite a few changes. They come in huff ing and puffing
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from outside from an/ pressures and stress that happened to them at th is  
p o in t .  Then they made th is  appointment. F i n a l l y ,  they are here, they 
take th e i r  coat o f f  they s i t  down i f  they are lucky. Usually they get 
c a l le d  r ig h t  through and get shampooed so they don't  get much time to 
s i t  and dwell .  Once they are wet down they forget  about being crabby 
anymore. We put our hands on th e i r  shoulders and on th e i r  heads then we 
s ta r t  to communicate.”
Touching and manipulation of the c l i e n t ' s  body is a major fac to r  in
th is  tear ing down process. The s t y l i s t ' s  touching of another person may
be taken as an invasion of the c l i e n t ' s  space (see photographs #7 & H9 
in appendix). In each of these photographs the s t y l i s t  has placed his  
hand on the c l i e n t ' s  head and has phys ica l ly  manipulated the h a i r .
People may only allow a few others to do th is  kind of body manipulation
and a s t y l i s t  is one of the few.
Timing is also c r u c ia l ,  for  the c l i e n t  is given very l i t t l e  time to 
s i t  and dwell on the s i tu a t io n  at hand which is the actual cu t t ing  of 
h a i r .  S t y l i s t s  a l l o t  a h a l f  hour to cut a person's h a i r .  So in order 
to get the job done they have to control the s i tu a t io n  to the minute.  
They do th is  by using an appointment book and in some .ases such as 
perms and colourings they use t imers.
2) G u i l t  by Appearance
While customers are in the salon fo r  th e i r  appointment the s t y l i s t s  
w i l l  t e l l  the customers that i t  has been quite  a while since they las t  
got th e i r  ha ir  cut ,  that th e i r  ha ir  has grown a lo t  since they were las t  
in ,  or that th e i r  ha ir  s ty le  has grown out,  eg . , *you 've  got quite a mop 
of ha ir  there” . Comments such as these are degradation s t ra teg ies  used 
by the ha ir  s t y l i s t  to i n s t i l l  in customers that they are somewhat 
imperfect when they come in and fu r th e rs  the degradation ceremony. 
Another degradation strategy occurs a f te r  the h a i r -c u t  has taken place.  
At th is  stage of the encounter the s t y l i s t s  may s tate  that the ha ir
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sty le  looks good on the c l ie n t  and that they were due -for a h a i r -c u t .  
Again, the strategy is to re in force  the notion that the c l i e n t  was in 
some way in fe r io r  when they f i r s t  came into the ha ir  salon but are on 
th e ir  way to being presentable.
3) S h i f t in g  Responsib i l i ty
The s t y l i s t s  know c l i e n t s '  preferences for  ha ir  length. Some 
c l ie n ts  w i l l  come in and ask for  a shorter cut .  S t y l i s ts  w i l l  note the 
fa c t  that they have been growing th e i r  ha ir  fo r  a long time and ask i f  
they 're  sure they want i t  cut short .  This is a s e l f -p ro te c t in g  
strategy imposed b y  the s t y l i s t  in order not to cut too much h a i r .  This  
strategy puts the emphasis on the c l i e n t ' s  decision to choose a ha ir  
s ty le  that may be regre t ted  and re l ie v e s  som* of the responsibi1 i t y  of 
the s t y l i s t  for  un sat i fac to ry  outcomes.
The other type of s h i f t in g  strategy is id e n t i fy in g  the s ty le  that  
the customer wants. I f  the s ty le  is one that the s t y l i s t  fe e ls  would 
not su i t  that c l i e n t  then the s t y l i s t  w i l l  use the various props at  h is  
or her disposal.  S t y l i s t s  also use the same technique with customers 
who do not have an idea fo r  a ha ir  s t y le .  S t y l i s t s  w i l l  use the 
magazines so that c l ie n t s  can choose a s ty le  <see photograph #5 in 
appendix). These props are magazines or trade journals  that show 
various h a i r s ty le s .  The s t y l i s t  w i l l  show the customer which s ty le  the 
customer wants and say ‘ This is what your ha ir  w i l l  look l ik e  (and 
physica l ly  manipulate the c l i e n t ' s  h a i r ) ,  are you sure you want this?*
I f  the customer s t i l l  is adament about h is  or her choice the s t y l i s t  
w i l l  assign him or her that s t y le .  Usually they w i l l  say that they w i l l  
keep assigning the s ty le  to the customer u n t i l  they r e a l i z e  that i t  is 
not suited to them. This s tra tegy is a wait-and-see approach to ha ir
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s ty le  neg o t ia t io n .  The s t y l i s t s  know about the d i f f e r e n t  types o-f h a i r  
and how the ha ir  w i l l  respond to a cer ta in  cu t .  I-f a customer wants a 
s ty le  that is not going to be the proper s ty le  -for that  head o-f h a i r ,  
the s t y l i s t  w i l l  explain to him or her the technical reasons -for giv ing  
or not giv ing a p a r t ic u la r  s t y l e .  The key here is in-formation as a -form 
o-f power. The s t y l i s t s  have the in-formation about ha ir  and hold a great  
deal o-f power as a re s u l t  o-f th e i r  knowledge base.
4) T ra in ing  the C l ie n t
During the ha ir  cut' the s t y l i s t  is always ta lk in g .  Th is  is  
p a r t i a l l y  to put the customer at ease, - f i l l  up time and to in-fluence the 
customers l i k in g  of the h a i r  cu t .  .In conjunction with  th is  the s t y l i s t  
w i l l  teach the c l i e n t  how to manage th e i r  h a i r -c u t  in between v i s i t s .  
This involves teaching them the techniques of washing, combing and 
drying th e i r  ha ir  and as a r e s u l t ,  g iv ing the r e s p o n s ib i l i t y  fo r  the 
' maintenance of the s ty le  to the c l i e n t .  The sharing of information is 
much l i k e  the re la t io n s h ip  that  occurs between teacher and student.
Again a power re la t io n s h ip  is set up.
5) Complimenting and Putt ing  Down
U ith  new c l i e n t s  s t y l i s t s  often make derogatory comments about cuts 
and perms that have been done in other salons. Or the s t y l i s t s  w i l l  
t e l l  the c l ie n t  that h is  or her ha ir  is need of s ty l in g  because i t  does 
not look good. Uhen a customer is leaving the chair  a f te r  the h a i r  is  
cut one of the other s t y l i s t s  usual ly  comments on how good they look 
with the new ha ir  s t y le .  Th is  behavior is part  of the team work that  
goes on in the salon. These comments by other s t y l i s t s  inf luence the 
c l i e n t  to conform to and agree upon the notion of beauty that  is held
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w ith in  the salon. Another reason -for these comments is that ha ir  
s t y l i s t s  l ik e  to compliment each o th e r 's  work. Th is  shows that they are 
aware o-f the other s t y l i s t ' s  work and creates a sense o-f cohesion in the 
sal on.
6) Forecasting
At the end o-f the ha ir  cut the s t y l i s t  w i l l  t e l l  the c l i e n t  that  i t  
w i l l  take approximately two weeks -for the h a ir  cut to mature and look 
i t s  best.  This seems to a l l e v ia t e  any o-f the -fears or disappointment  
the c l i e n t  may have about the ha ir  cu t .  I-f they are to ld  th e i r  ha ir  
w i l l  look be t te r  in a -few weeks they are usual ly  s a t i s f i e d .  U ith  
certa in  types o-f ha ir  s ty les  such as permings the s t y l i s t  w i l l  inform 
the customer that the s ty le  w i l l  loosen up over a period of time and 
that they should not worry about i t  being so t ig h t  and c u r ly .  The 
stra tegy  on the part  of the s t y l i s t s  is to persuade the c l i e n t  to 
believe that the ha ir  cut w i l l  improve. They are not deceiving the 
c l i e n t ,  fo r  ce r ta in  cuts do tend to take time to "mature*. Since the 
hair  s ty le  is so dramatic in i t s  change the c l i e n t  has to be prepared 
for  such a d ra s t ic  change. I f  they are "eased into" or to ld  that the 
ha ir  s ty le  w i l l  soften and improve in appearance then they are less apt 
to c r i t i c i z e  and dissolve th e i r  re la t io n s h ip  with the s t y l i s t s .
There are times when c l ie n t s  do not l i k e  the h a ir  s ty le  assigned to 
them. Uhen th is  happens s t y l i s t s  w i l l  negotiate  w ith  c l i e n t s .  They 
w i l l  attempt to f in d  out what the problem is and e i th e r  r e c t i f y  i t  or 
explain why they cut the h a ir  a c e r ta in  way. In the l a t t e r  case 
s t y l i s t s  w i l l  explain that the ha ir  can only be cut a ce r ta in  way 
because of i t s  s t ru c tu re ,  the shape of the head and ha ir  type. I f  th is  
does not work they w i l l  t e l l  unhappy c l i e n t s  that there is  no charge fo r
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the cu t .  In the extreme case when a c l i e n t  is  being obstinate th e /  w i l l  
ask the c l i e n t  to go somewhere e lse .
Establish ing Dominance
Subordination and superordination is a spontaneous act on the part  
o-f the s t y l i s t s  and c l i e n t s  (Simmel , 1961: 3 9 1 ) .  Uhen they a r r iv e  at  
the salon they haue to w ait  -for a short period o-f time then they are 
taken to the wash basin to be shampooed. Uh i le  being shampooed c l i e n t s  
are touched and p h ys ica l ly  manipulated by the s t y l i s t s .  A covering is  
put over them to protect  them from g e t t in g  wet but th is  also r e s t r i c t s  
th e i r  movement. Uh ile  in the chair  they are again phys ica l ly  
manipulated and do not have the a b i l i t y  to make d i r e c t  eye contact .
The r e s t r ic t e d  m o b i l i ty  and i n a b i l i t y  to make phyical contact with  
another serves to put the c l i e n t  into a subordinate p o s i t io n ,  making the 
s t y l i s t  the superordinate (see photographs H I , #6, & #9 in appendix).  
Notice the cape that  is put over the c l i e n t s '  bodies.
One behavior that  could possibly be seen as con trad ic t ing  the above 
is s t y l i s t s  serving coffee and l ig h t in g  c ig a re t te s  (see photograph #10 
in appendix).  Th is  ro le  could be seen by others as a servant or service  
ro le  l i k e  that of w a i te r  or w a i t res s .  Other examples of th is  ro le  were 
putt ing  money in the meter fo r  c l i e n t s  or making phone c a l l s  to c l i e n t s '  
fa m i l ie s  when the h a i r -c u t  was ju s t  about done so that  the c l i e n t  could 
be picked up. Uhen c l i e n t s  were under h a i r  dryers they were always 
asked i f  i t  was too hot fo r  them or i f  they would l i k e  a newspaper while  
they were being d r ie d .  These forms of behavior could be in te rpre ted  as 
servant-type ro le s .  Perhaps the key to th is  seemingly contradic tory  
behavior is  that the s t y l i s t s  gain some control over those served by 
c o n tro l l in g  the service i t s e l f .
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To summarize, s t y l i s t s  use six basic s ta teg ies  to get customers to 
l i k e  th e i r  -finished ha ir  s t y le .  F i r s t  customers are str ipped o-f th e i r  
-former self- image and made to look less a t t r a c t iv e  by having th e i r  ha ir  
wet and exposed. Secondly, a t ten t ion  is drawn to the -fact that th e ir  
ha ir  is in need o-f work e i th e r  because i t  has grown so much or because 
they have not been in for  an appointment fo r  quite  a long time.
T h i rd ly ,  r e s p o n s ib i l i ty  fo r  the choice of h a i r -c u t  from the s t y l i s t s  to 
the c l i e n t s .  Fourth ly ,  they are to ld  how to manage th e i r  h a i r .  They 
are put into a more act ive  ro le  and made a part  of the s ty l in g  process. 
They are given some re s p o n s ib i l i ty  fo r  the maintenance of th e i r  h a i r .  
F i f t h l y ,  the other ha ir  s t y l i s t s  in the salon t e l l  them how good th e i r  
new ha ir  s ty le  looks. This gives them that added boost. F in a l ly  they 
are to ld  that the ha ir  cut w i l l  improve over t ime. Two to three weeks 
is the time they are to ld  that i t  takes fo r  a ha ir  s ty le  to mature.
This added leverage le ts  the s t y l i s t s  o f f  the hook for  the time being.  
For i t  seems that a f te r  two weeks most people w i l l  have grown accustomed 
to th e i r  new ha ir  s t y le .
Customer Loyalty
As was mentioned in the review section of the introduction,  
customer lo y a l ty  is extremely important to most businesses including the 
hair  salon. Customers are not loyal to the salon but to the people 
w ith in  the salon. I f  a s t y l i s t  were to move to another salon his  or her 
customers would fo l low  rather  than stay with the salon. This is  
exemplif ied in the want-ad section of papers where a s t y l i s t  w i l l  give 
notice to his  or her customers that the s t y l i s t  has moved to a new 
loca t ion .  I t  is  much l i k e  physicians who have been w ith  a fam ily  for  a 
number of years. People make attachments and do not break them even i f
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the doctor does make mistakes. This brings up an important question.
Do loyal customers who have been disappointed by a h a i r  cut leave a 
p a r t ic u la r  s t y l i s t ?
U i th in  th is  salon customer lo y a l ty  was extremely important to 
business. What the s t y l i s t s  c a l le d  regulars  were in -fact the loyal  
customers. These customers were well  known to the s t y l i s t s  personal ly .  
The appointment book was one way o-f t e l l i n g  who was a reg u la r .  I-f the 
s t y l i s t s  did not mark a phone number next to the name th is  meant that i t  
was a regular  or loyal customer.
Customer Typ i-f i cat i ons
H a i r s t y l i s t s  typi-fy c l i e n t s  into several categories depending upon 
whether they are new, in-frequent or re g u la r ,  and i-f they are troublesome 
or easy to s t y le .  These typ i-fi cat ions are part  o-f the s t y l i s t  
in te rac t ion  s t ra te g ie s .  The h a ir  s t y l i s t  uses a di-f-ferent s tra tegy -for 
the encounter based on the type o-f c l i e n t .  These s t ra te g ie s  influence  
the impression that  they are going to g ive .  The fo l low ing  are the 
s t y l i s t ' s  c l i e n t  t y p i f ic a t io n s  and s t ra te g ie s  fo r  impression management.
1) F i r s t  time c l ie n t s
As was mentioned prev ious ly ,  with new customers the ha ir  s t y l i s t  
w i l l  attempt to estab l ish  the social group that the person belongs to in 
order to f in d  out what h a i r -c u t  would be appropriate fo r  th e i r  l i f e s t y l e  
and social group a f f i l i a t i o n .  One s t y l i s t  s tated that  they are not 
going to give an extravagant ha ir  s ty le  that  would take a great amount 
of maintenance i f  the woman had four kids to care f o r .  I f  the c l i e n t  is  
new and is not f a m i l i a r  w ith  the ha ir  s t y l i s t s ,  the h a i r  s t y l i s t  must 
also approach the c l i e n t  d i f f e r e n t l y .  In order to assign a h a i r -c u t  to
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a new customer the s t y l i s t s  must -find out who re fe r re d  them to the 
s t y l i s t .  From th is  in-formation the s t y l i s t  can usual ly  assign a ha ir  
s ty le  that w i l l  best su i t  that customer. As one s t y l i s t  points out,
"The - f i rs t  time ju s t  depends on who re-ferred them. I-f I  know who 
re-ferred them then I know where they 're  at  and what they 're  l i k e . "
The - f i rs t  time encounters with customers are problematic and present
more o-f a challenge to the s t y l i s t s  than do appointments with regulars .
A f te r  f ind ing  out who re fe r re d  them the s t y l i s t  must then ask what s ty le
of cut they want. They have to do more work and more inquir ing .  The
s t y l i s t s  must introduce themselves, id e n t i f y  the problem that the
customers have with th e i r  ha ir  and t ry  to impress the new c l ie n t s  with
th e i r  p a r t ic u la r  way of cu t t ing  h a i r .  The fo l lowing is an account of
how s t y l i s t s  view th e i r  f i r s t  encounter with new c l i e n t s .
" I f  they are new you have to go through a song and dance. You have to 
s t a r t  from scratch. H e l lo ,  I 'm  me, I 'm  your worker.  Do you have any 
ideas? Uhat 's  bothering you about your h a i r -c u t  r ig h t  now? Uhen was 
the las t  time you had your ha ir  cut? In the beginning we l i k e  to tr im  
and shape i t ,  show them what we can do with a bad h a i r -c u t . "
On one occasion the reseacher observed a new custom?: being cut and
coloured by Guy <see photograph #9 in appendix).  In th is  photograph he
is showing her what he w i l l  do w ith  her h a i r .  He spent about f i f t e e n
minutes in consultation with her ,  asking .her who re fe r re d  her to him,
whether her ha ir  was grey underneath, and t e l l i n g  her his  p a r t ic u la r
techniques for  colouring.  The time he spent during his i n i t i a l
encounter with her was quite  high compared to other encounters he had
with other c l ie n ts  with whom he deals .  During th is  encounter Guy also
used Paul as a he lper .  Paul brought out various props that were used to
impress the new c l i e n t .  The fa c t  that Guy had a helper <Paul) was seen
as a impression management device fo r  Guy. This performance was not
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acted out to impress and define the s i tu a t io n  but to gain the t ru s t  of 
the new c l i e n t .  By being thorough and a t te n t iv e  to the new c l ie n t  t rus t  
can be gained. The c l ie n t  is here for  the f i r s t  time and the s t y l i s t  is 
aware of th is .  Talking and touching are used as ta c t ic s  to gain the 
t rust  of the new c l i e n t s .  As one s t y l i s t  described,
"Some of them w i l l  t rus t  you r ig h t  away.. .by ta lk in g  and touching them 
and asking them what 's  bugging them you w i l l  begin to gain th e i r  t ru s t . "
I t  seems that the more information the s t y l i s t  gives the c l ie n t  the 
more at ease the c l ie n t  f e e ls .  Coffman's (1959: 1) concept of 
information seeking to c l a r i f y  the d e f in i t io n  of the s i tu a t io n  seems to 
be appropriate in th is  instance. Both the c l i e n t  and the customer roust 
give and receive information (see photograph #8 in appendix). In th is  
photograph the c l i e n t  is showing the s t y l i s t  how and where she wants her 
hair  cut .  For the s t y l i s t  i t  provides an opportunity to assign a 
h a ir -c u t  and put the customer at ease.
2) Walk-ins
Another type of f i r s t  time customer is the w a lk - in .  From time to 
time people walk in o f f  the s t re e t  and ask fo r  a h a ir -c u t  without an 
appointment. Most of the time i f  no one was busy they would take the 
customer r ig h t  away. Other times the s t y l i s t s  would give the w a lk - in  an 
appointment because they were too busy. On these occasions the s t y l i s t s  
would t ry  to get the nearest and most convenient appointment possible.  
This pol icy  seemed to help them establ ish a pos i t ive  f i r s t  impression 
which could possibly lead to a new c l i e n t .
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3) Regular cl ients
A regular c l i e n t  is one who r e g u la r ly  makes appointments w ith  a 
sp e c i f ic  ha ir  s t y l i s t  and usual ly  keeps the same weekly, monthly or 
t r i -m o nth ly  appoinment. The s t y l i s t s  know more about regular  c l ie n ts  
because of th e i r  frequent v i s i t s  and t re a t  these customers b e t te r  since 
most of these customers t e l l  others of the s t y l i s t s '  serv ices .  The 
s t y l i s t s  also know a great deal about th e i r  regular  customers through 
gossip revealed by other customers.
Regular c l i e n t s  are' less problematic than new c l i e n t s .  U i th  th is  
type of c l ie n t  the s t y l i s t  can assign a h a i r -c u t  without too much 
n eg o t ia t in g .  The s t y l i s t s  do not have to ta lk  about ha ir  as much w ith  
these customers as they would with new customers. The ta lk  that  was 
observed with these customers also ind icates  t h is .  The s t y l i s t s  and 
regular  customers w i l l  t a lk  about fa m i ly ,  vacation ,  c lo th ing  and 
fashion.  U i th  regular  customers re la t io n s h ip s  can form because some 
have been coming to the same s t y l i s t  fo r  years.
The regular  c l i e n t  may pose other problems, however, because 
regular  c l i e n t s  expect special considera t ion ,  f req uent ly  c a l l in g  fo r  
appointments at the la s t  minute and d isrup t ing  the s t y l i s t ' s  schedule. 
Other troublesome c l i e n t s  are those who tend to be demanding, 
u n s a t is f ie d  and complain a good deal of the t ime. Even though these 
troublesome c l i e n t s  fee l  d is s a t i f i e d  they s t i l l  come back to the salon 
time and time again. As one s t y l i s t  sa id ,
"Uhy do they came back i f  they act l i k e  cry babies. They are a drain on 
y o u . . . th e y  a re n ' t  p leased .”
Most of the c l i e n t s  that were observed at th is  salon were career  
women and older women. Career women are regulars  which are w e l l - l i k e d
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by the ha ir  s t y l i s t s  and are considered preferred  c l i e n t s .  The ha ir  
s t y l i s t s  can fee l  more relaxed around a regular  c l i e n t  because the 
c l ie n t  t rusts  the ha ir  s t y l i s t .  The s t y l i s t  does not have to go through 
as much negotiation or status dominance as with f i r s t  time customers.
The ha ir  s t y l i s t  has already established th is  in the f i r s t  few 
h a ir -c u ts .
"The backbone of our business is career women.. .they don't  want to do i t  
( s ty le  th e i r  own h a i r )  or they don't  have time to do i t .
They're good p e o p le . . .  they 're  in d iv id u a ls . . .you f in d  that you can be 
f a i r l y  relaxed around them."
Regular c l ie n ts  also get p re fe re n t ia l  treatment.  The preferred  
customer is often loyal to one ha ir  s t y l i s t  and the s t y l i s t  acknowledges 
th is  by t re a t in g  the customer in a manner d i f f e r e n t  than with new 
customers. Preferred customers get p r i o r i t y  when i t  comes to booking 
appointments. They are squeezed in between regular  appointments and 
given complimentary ha ir  cuts at certa in  times of the year,  ( e . g . ,  
Christmas). These customers also tend to give g i f t s  to the ha ir  
s t y l i s t s  during the holidays in appreciation fo r  the s t y l i s t s  serv ices.  
The g i f t s  may also point out that enduring personal re la t ion sh ip s  have 
developed between s t y l i s t s  and c l i e n t s .
4) Infrequent Customers
Infrequent customers are those customers that have been coming to 
the salon for some time but not on a scheduled basis .  Therefore,  they 
are not seen as loyal c l i e n t s .  Infrequent customers are not r e a l l y  what 
s t y l i s t s  would l ik e  to see because they are aggravating. They tend to 
make appointments at the la s t  minute or during a busy time of the week. 
This type of c l i e n t  is harder to c o n tro l ,  for  they do not fo l low  the 
norms of the salon and are not as c o n tro l lab le  as the regular  c l i e n t s .
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They also are not the backbone o-f the business and are more problematic  
and harder to cut because they don't  come in enough.
5) Troublesome Customers
This type o-f customer is not common. They are character ized as 
complainers, k n o w - i t -a l ls  or they make the s t y l i s t  -feel uncomfortable.  
The k n o w - i t -a l l  customers are those who behave as i f  they know more than 
the s t y l i s t s .  They w i l l  t e l l  the s t y l i s t s  in what order they think  
things should be done. They challenge the s t y l i s t s '  knowledge base.
The stra tegy for  dealing with th is  type of troublesome customer is to 
explain why they are doing what they are doing. S t y l i s t s  do so by 
showing the customers photos of what the ha ir  s ty le  w i l l  look l i k e  i f  
they cut i t  that way, e . g . ,  " th is  is what a blunt cut looks l i k e " .  I f  
the customer s t i l l  pers is ts  the s t y l i s t  w i l l  acquiesce to the customer's 
demands even though they know that the s ty le  may not be s u i ta b le .
Chronic complainers are nuisances that the s t y l i s t s  fee l  that they 
could do w ithout .  Uhat s t y l i s t s  c a l l  stupid people are also a nuisance. 
These customers have to be to ld  things over and over. Another type of 
troublesome customer is one who does not take care of th e i r  h a i r .  These 
customers have f la k in g  scalps (oatmeal heads) and have unkempt or 
damaged h a i r .  The reason th is  type of customer is troublesome is that  
they run contrary to the s t y l i s t ' s  personal notion of hygiene. A f in a l  
type of bad customer are those with long ha ir  or d i f f i c u l t  h a i r .  This  
makes the s t y l i s t ' s  job much more d i f f i c u l t  and time-consuming. 
Troublesome customers can f a l l  into a l l  categories mentioned. They 
general ly  make l i f e  in the ha ir  salon d i f f i c u l t .
Oftentimes the s t y l i s t s  w i l l  have th e i r  ways of ge t t ing  back at a 
troublesome c l i e n t  for  being hard to deal w i th .  Paul would get water in
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the ears o-f customers that  he did not l i k e  because he knew th is  was 
aggravating to them. Other ways o-f ge t t in g  back at c l i e n t s  were to ,  in 
extreme cases, give them a poor h a i r -c u t  or cut the h a i r  too short ,  and 
as a -final solut ion not charge them and t e l l  them to -find another ha ir  
sal on.
The s t y l i s t s  had names -for t h e i r  customers that genera l ly  dea lt  
with the word 'h e a d * . A ir -heads ,  knuckle-heads, and cone-heads were 
ju s t  a -few o-f these in s u l ts .  Uhat is in te re s t in g  about these names is  
th e i r  reference to the head. The ir  jobs revolve around heads of h a i r  
and i t  seems only natural  that th e i r  "put downs" fo r  people r e f l e c t  the 
occupation.
As a re s u l t  of ty p i fy in g  c l i e n t s ,  the s t y l i s t  is b e t te r  able to 
meet the demands of each c l i e n t  w ith  ease. Much of the t y p i f i c a t io n  
comes through in te rac t io n  w ith  the c l i e n t .  Through ta lk in g  they soon 
learn what d e f in i t io n  of the s i tu a t io n  the c l i e n t  has and they can react  
accordingly to e i th e r  modify i t  or accept i t .
Reoi ons
The front  region is where the actor or actors perform. Back region  
behavior is d i f f e r e n t  than or contrary  to f ro n t  region behavior. The 
f ro n t  and back regions that are part  of the s t y l i s t ' s  d a i ly  rout ine  seem 
to be influenced by the presence or absence of c l i e n t s  in that  
performances always took place in the presence of a c l i e n t .  Th is  much 
l i k e  when chi ldren are in a classroom. Uhen the teacher is  fac ing the 
class the chi ldren are d isp lay ing f ro n t  region behavior but when the 
teacher 's  back is turned to the board the ch i ld ren  w i l l  d isp lay  back
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region behavior.  The -following examines the behavior associated with  
-front and back regions as well  as personal appearance, props and se t .
Front Region
Front region behavior is marked by the s t y l i s t ' s  presence be-fore a 
customer. Here they are "on* in a manner o-f speaking. The s tra teg ies  
and -forms o-f ta lk  mentioned above are a l l  aspects o-f -front region 
behavior. The performance tends to take on a -fixed character or become 
ro u t ine .  In making the appointment with the s t y l i s t ,  the c l ie n t  sets 
the time and place -for the per-formance. Once the c l ie n t  enters the 
salon the ha ir  s t y l i s t s  s ta r t  th e i r  per-formance. The s t y l i s t  t r i e s  to 
re lax the c l ie n t  r ig h t  away. Co-f-fee is served. Trade magazines 
(magazines about ha ir  s ty les )  are there to read . C l ients  can have a 
c igare t te  and ta lk  to one o-f the s t y l i s t s  i f  one is present. Then the 
c l ie n t  is asked to come to the cu tt ing  area where most of the 
performance and impressions management occurs.
There some aspects of the performance that the s t y l i s t s  do not 
l i k e .  One of these is the taking of money fo r  work done. Since i t  is a 
small salon there is no recep t ion is t  to deal exc lus ive ly  with  
appointments and payments as in larger salons. S t y l i s t s  feel  awkward 
when t e l l i n g  a c l i e n t  how much they must pay. Money is also a way of 
gett ing  even with bad c l i e n t s .  Sometimes they overcharge a c l i e n t  who 
has been d i f f i c u l t  to deal with or overly  pushy or they w i l l  simply t e l l  
the d i f f i c u l t  customer that the h a ir -c u t  is f ree  and to go to another 
salon for  th e ir  next h a i r -c u t .
Many servant type behaviors were displayed by the s t y l i s t s ,  for  
instance, o f fe r in g  coffee and l ig h t in g  c igare t tes  for  c l ie n ts  (see
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photograph #10 in appendix). This did not bother the s t y l i s t s .  I t  
seemed to make the occasion much less -formal. Services such as these 
tended to promote good -feelings in the customer. Ulhen the s t y l i s t s  were 
asked i-f the serving o-f cof-fee had anything to do with the per-formance 
they disagreed. They l ik e d  the coffee for  themselves, although they did 
have about ten cups on the shelves in the storage room. This seemed to 
s ig n i fy  that they in fa c t  were fo r  the customers as well  as for  the 
s t y l i  s ts .
Back Region
When the c l i e n t  was not present or w i th in  hearing distance the 
impression fostered was dropped and replaced with a number of behaviors.  
Whether or not a customer was present was not the only c r i t e r io n  for  
determining back region behavior. Other times there were physical  
b a r r ie rs  that character ized the back region. These areas were the 
basement, which was o f f  l im i t s  to most c l i e n t s ,  as well  as the stock 
room where the coffee machine, stereo and beauty products were stored.
In these back stage areas the s t y l i s t  would sleep when not busy, smoke, 
drink co ffee ,  and ta lk  with other s t y l i s t s  or “ in" customers.
There was a tremendous amount of noise in the shop to prevent  
customers from hearing comments about them or other customers w ith in  the 
salon. H a ir -d ryers ,  fans, wash basins and the rad io  were the general 
ambient sounds of the ha ir  salon. These noises created a sense of 
privacy fo r  the s t y l i s t s  in d iv id u a l ly ,  as a group and in in te rac t ion  
with th e i r  customers. One could make casual or intimate remarks without  
being heard. This a b i l i t y  to keep a intimate conversation as a re s u l t  
of the overa l l  sound level may fos te r  these types of conversation.
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Back region performances were character ized by general complaining 
about customers. C l ie n ts  were sometimes c a l le d  acowa f acunta y aMrs. 
Beastly" ,  "d i ld o " ,  "gossip",  "macho", e tc .  These comments were made 
about customers mostly r e f e r r in g  to female c l i e n t s ,  although the 
s t y l i s t s  would express th e i r  d i s l i k i n g  fo r  th e i r  male customers too.
This may be a re s u l t  of there being more females frequenting h a i r  salons 
than men. Contortions of the face were f req uent ly  made when customers 
were d is l ik e d  or were d i f f i c u l t  to deal w i th .  In the back region the 
s t y l i s t s  would say that  they did not want to cut a c e r ta in  person's ha ir  
because that  c l i e n t ' s  ha ir  was too d i f f i c u l t  to work w i th ,  the c l i e n t  
made them nervous or they ju s t  d id n ' t  l i k e  the person. With ha ir  that  
was d i f f i c u l t  the work w ith  the s t y l i s t  did not view i t  as a challenge  
but as d is ta s te fu l  work. During these types of conversations the other  
s t y l i s t s  would remark that  they should charge that person more because 
they were so hard to deal w i th .
The back region also functioned as a way of determining who is part  
of the group. Some c l i e n t s  were regarded as being part  of the in-group.  
Bev, one of the s t y l i s t s ,  pointed out why she l ik e d  her customer and how 
th is  customer is ,  in a sense, part  of the group.
"she (customer) knows w hat 's  going o n . .  ..she picks up on what 's  going 
on. she understands us. we w i l l  t a lk  to each other and the customers 
won't know what we are saying or who we are saying i t  to but there is  
that  communication a n d  — hi p t o i t . "
This  type of customer is i n t u i t i v e  as to what is taking place w i th in  the
salon. The "in" customer in th is  case is  more of a f r ie n d  than a 
customer.
The boundaries of f ro n t  and back regions of the salon are dependent
upon the type of customer and whether or not a customer is  w i th in
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hearing and seeing distance# The behavior that  is  exh ib i ted  in the 
-front region is business-based. S t y l i s t s  d isp lay  cer ta in  
c h a ra c te r is t ic s  that  they don't  d isp lay  while  in te ra c t in g  in the back 
reg ion.  I-f they displayed back region behavior while  in the presence o-f 
a c l i e n t  they could possibly expect to lose -face or ro le  c r e d i b i l i t y .  
Since they are in a service occupation they have to act cordia l  and 
pleasant;  th e i r  job demands i t .  Many people go to salons not ju s t  to 
get a h a i r -c u t  but to in t e r a c t .  Since i t  is so demanding, the s t y l i s t  
must have a place to r e t r e a t  <see photographs 1111 & #12 in the 
appendix).  Thus back region behavior gives them privacy to complain, 
t a lk ,  sleep or re lax  away -from their,  c l i e n t s .
Much time is  spent in the salon w a i t in g  -for c l i e n t s  to e i th e r  come 
in or fo r  c l i e n t ' s  h a i r  to dry (see photographs #13 & #14 in appendix).  
During these times the s t y l i s t s  sometimes get together and ta lk  or read.  
I t  is  obvious in l i s te n in g  to and in te ra c t in g  w ith  the s t y l i s t s  during 
these t imes, that  the s t y l i s t s  w i th in  the shop get to know about the 
other s t y l i s t s '  c l i e n t e l e .  Th is  knowledge about o thers '  c l i e n t s  also  
came out during the photo- e l i c i t a t i v e  in te rv iew s .  Part of the w a i t in g  
time is  spent cleaning and preparing fo r  the next c l i e n t  to come in .
Paul does most of the cleaning because he has the most free  time (see 
photograph #3 in appendix).
The Ex te r io r
The e x te r io r  f ro n ts  of h a i r  salons are a l l  qu ite  unique. Most of 
the ha ir  salons have store f ro n ts  that  are eye-catching.  Awnings, 
pic tures  of h a ir  s ty le s  placed in the window and p la te  glass windows 
which displays the work done inside are a l l  common elements of h a ir  
salons. The names that  they give t h e i r  business also r e f l e c t  the
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purpose and occupation that take place w i th in .  Such names are "The Cut
Above", "Hair Schneider", "Samson and D e l i la h " ,  "The Cutt ing Room", e tc .
The above descriptions o-f ha ir  salons are meant to show how hair  salons 
t ry  to distinguish and promote the image o-f th e i r  p a r t ic u la r  ha ir  salon. 
Also, the ha ir  salons may be promoting the image o-f unisex s ty l in g  by 
having names that do not -frame th e i r  salon as cater ing to any p a r t ic u la r  
sex.
The e x te r io r  also -frames the in teract ion  that is taking place 
with in  the salon. A person w i l l  enter the salon having a d e f in i t io n  of 
the s i tua t ion  from the ex te r io r  presentation. Some businesses are
characterized by the ir  ex te r io r  presentation.  Businesses that deal with
hair  have ex ter io rs  that define the s i tu a t io n  w i th in .  There are women's 
beauty par lors ,  men's barbershops and the unisex shops and the ir  
exte r io rs  define what sex is being catered to and what types of s ty les  
one can expect to rece ive .
The Set
Any actor must have a stage to perform on or some area in which to 
ground the performance. The stage sets the tone f o r ,  and contributes  
meaning, to act ion.  The stage in which the performance takes place is  
for  most hair  s t y l i s t s  the ha ir  salon. Some ha ir  s t y l i s t s  do perform on 
other stages, fo r  example those ha ir  s t y l i s t s  who make house c a l l s ,  
v i s i t  people in the hospital or who do public demonstrations. The ha ir  
salon is a permanent location in which the performers meet to stage 
th e i r  performances in f ront  of th e i r  c l ie n t s .
Sets in ha ir  salons are decor which r e f l e c t s  an atmosphere of 
a r t i s t r y  and uniqueness or any image that the s t y l i s t  is t ry ing  to 
maintain. As one researcer has stated,  "they are t ry ing to s e l l  much
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more than a cut ,  they are s e l l in g  an Image” (M asott i ,  1982: 1 ) .  The 
hair  salon studied had w al ls  painted teal blue, track l ig h t in g ,  -floors 
were t i l e d  in black and white checks, p a r t i t io n s  o-f mahogany and the 
other areas f i l l e d  with m ir ro rs .  Although the photographs are in black 
and white ,  one can s t i l l  d ist inguish these elements.
The salon as a set is clean and order ly  which helps to maintain an
impression of t id iness and e f f ic ie n c y  and as one s t y l i s t s  s ta tes ,
'Cleaning, you got to clean up. You've got to have a clean s h o p . . . I ' v e
been to other places that a re n ' t  too clean and i t s  not much of a
presen ta t io n .”
The hair  s t y l i s t s  view the stage and set as an extension and r e f le c t io n  
of s e l f .  I f  the stage is not clean i t  r e f l e c t s  badly upon the s t y l i s t s .
The Proos
Hair salons have th e i r  own unique props. Scissors, combs and wash 
basins, and towels are the items that come to mind when one thinks of a 
hair  salon. Other props include the phone, appointment book, coffee and 
ashtrays which are used by the s t y l i s t s  <see photograph i!4 in appendix).  
Plants are also part of the salon 's  decor and they serve to f i l l  space 
and add atmosphere to the salon. The wash basin is an important f ix tu r e  
in any salon. I t  is an area where the customers are prepared for  the 
hair  cut .  Usually i t  is at the wash basin where the s t y l i s t  asks the 
c l ie n ts  what s ty le  of ha ir  cut they want. I t  also serves another 
purpose. Customers tend to re lax when they are being shampooed in the 
wash basin and as a resu l t  are easier to phys ica l ly  manipulate. I t  is  
here where the s t y l i s t s  humilate them by wett ing th e i r  ha ir  down.
People who are being shampooed seem to l ik e  the fe e l in g  of having th e ir  
head massaged and for  some th is  may compensate for  the humilation of
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having to look at themselves in a bedraggled s tate  in the m ir ro r .  I t  is  
also at th is  p a r t ic u la r  area in the salon where some o-f the actors w i l l  
in te n t io n a l ly  annoy a "bad" customer by appearing to accidently  put 
water in th e ir  ears and eyes and/or pull  th e i r  ears.
Certain props become the domains of speci-fie s t y l i s t s .  Chairs -for 
instance are an example o-f th is .  On - f i rs t  observation i t  seemed that  
the chair  closest to the intersect ion o-f the mirrors  was the best 
working place -for a h a i r s t y l i s t  to cut because there was more mirror  to 
use. This idea soon changed when i t  became c lear  that the busiest  
s t y l i s t  (Guy) had a chair  in th is  p a r t ic u la r  part of the salon because 
i t  was closest to the garbage can. In th is  way ha ir  could be disposed 
of without too much of i t  being scattered around the shop.
The other tools of the trade -  scissors, combs, c l ip s ,  sprays, 
mousses, gels and creams, were always exhib ited  in meticulous fashion 
(see photograph 1115 in appendix). Stat ions were kept clean and in 
arranged order.  The order of the props was fo r  a spec i f ic  purpose. As
one s t y l i s t  s tated,
* i t ' s  ju s t  there so you can grab what you need. I t  displays an sense of 
order to i t .  Bas ica l ly  the more f requent ly  used products are close to  
the f r o n t . . .spray on the outside and mousse close to the f r o n t . ”
The types of products or tools that they .use r e f le c te d  the current
technology in ha ir  s ty l in g  and fashion. There were gels and sprays
that were used for  older women and mousses for  younger people of both
sexes. Mousse is a foam that is put in the ha ir  to hold a s ty le ;  much
l ik e  a spray or a g e l .  Through information supplied by the s t y l i s t s  i t
was found that older women know how to use sprays and gels while  younger
people use mousses to maintain th e i r  ha ir  s t y le .
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Other props that are used are m ir ro rs .  M ir ro rs  are used to 
communicate through and to show the ha ir  in the -final stages o-f the ha ir  
cut .  Communication is somewhat a l te re d  while  the c l i e n t s  and s t y l i s t s  
are in the process o-f cu t t in g  h a i r .  The customers cannot move th e i r  
head during a h a i r -c u t  and the s t y l i s t s  can not posit ion th e i r  bodies 
-for d i re c t  eye contact .  What developed is communication between the 
s t y l i s t  and c l i e n t  through the m ir ro r ;  both can make d i re c t  eye contact  
with minimal movement <see photographs #9 & #16 in appendix).  Some 
c l ie n t s  take some time to get used to th is  -function, others cannot get 
used to i t .  For the s t y l i s t ,  the m irror  allows him or her to judge the 
ha ir  cut -from a d i f f e r e n t  perspect ive.  They use the m irror  to increase 
distance and space much l i k e  a pa in ter  does when viewing h is  or her work 
from a distance. By looking into the m irror  and adjusting the ha ir  they 
can see i f  they have balanced and cut the ha ir  p roper ly .
athe m irror  is  used so they don't  move th e i r  heads around. So you can 
check your balance and see how your work is  forming."
The f u l l  length m irror  is also used by the s t y l i s t  to show the
customer the ha ir  c u t t in g  process although only fo r  a short t ime. When 
the c l i e n t  f i r s t  s i t s  in the chair  he or she is turned around so that he 
or she faces the m irror  and sees him or h e r s e l f .  A l l  c l ie n t s  see 
themselves draped in a p la s t ic  garb with only the head exposed <see 
photograph #2 in appendix).  Usually the head is wrapped in a towel 
which is taken o f f  a f t e r  a few minutes (see photograph #6 in appendix).  
Their  ha ir  is then combed out and the c u t t in g  s t a r t s .  I f  they are 
watching in the m irror  they see the transformation through the m ir ro r .
The m irror  seems to be more fo r  the c l i e n t ' s  amusement and in te res t  than
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for  the s t y l i s t ,  although as stated above the s t y l i s t  does use the 
m irror  to check his  or her work.
The hand-held m irror  is another prop that the s t y l i s t  uses near the 
end of the encounter. I t  is used to allow the c l ie n t s  to view th e i r  
hair  from a d i f f e r e n t  angle <see photographs HI6 & #17 in appendix).
The c l ie n t  can see the h a i r -c u t  from a l l  angles of the head i f  the 
m irror  is posit ioned in the r ig h t  way. I f  c l i e n t s  have any reservations  
about the h a i r -c u t ,  i t  is at th is  point that they would make th e i r  
fee l in gs  known. The m irror  helps to a l l e v ia t e  or avoid any complaints. 
Judging from the departure of c l ie n ts  in a pleased and s a t is f ie d  state  
th is  seems to work.
"You use the m irrors  to show them the back of th e i r  heads from d i f f e r e n t  
a n g le s . . .F o r  them to throw th e i r  pro ject ion  other than from looking head 
on and i t  l e ts  them get an overa l l  view. ( In te rv ie w e r )  Does i t  make 
them l ik e  i t  more? Yes, because they don't  see the overal l  view from 
the f r o n t . "
For regular c l i e n t s ,  the s t y l i s t s  do not fee l  that the hand-held 
m irror  is needed to persuade them into l i k in g  th e i r  h a i r .  The s t y l i s t  
fe e ls  a sense of t rus t  on the part  of the c l i e n t .  When asked i f  people 
want to use the hand-held mirrors  a s t y l i s t  s tated:
"Some do and some d o n ' t .  Some say they t ru s t  you and t h a t 's  a 
compliment. I don't  usual ly  give regular, people the m irror  anymore, 
unless they have been on a big colour or perm. I f  i t ' s  ju s t  a regular  
h a i r -c u t ,  no."
Perms are expensive and time-consuming to perform. I t  is understandable 
that a . s t y l i s t  would want someone to be t o t a l l y  s a t is f ie d  with th is  kind 
of serv ice .  S t y l i s t s  do not want to take a chance of doing something 
that the customer would not want. Also, g e t t in g  a perm is quite a 
drast ic  change from having s t ra ig h t  h a i r .  So to minimize c l ie n t  
disappointment they use more props and stress the fa c t  of how to
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maintain a perm. Here again in-formation sharing is important. I t  gives  
the s t y l i s t  c r e d i b i l i t y ,  creates the r ig h t  impression and reduces 
di sappoi ntment.
The s t y l i s t ' s  appearance is important to the per-formance. The 
s t y l i s t s  observed wore c lo th ing  that were in s t y le .  For the most part  
s t y l i s t s '  c lo th ing  is kept casual and comfortable as they have to stand 
long hours. Clothing did not in te r fe re  w ith  work on h a i r ,  in fa c t  i t  
helped to hold some of the other props such as ha ir  c l i p s .  The ir  h a i r  
was s ty led  and kept wel l  groomed. Usually t h e i r  h a i r  was s ty led  by 
other s t y l i s t s  w i th in  the salon.
Prop f a i l u r e  can be a form of embarassment fo r  s t y l i s t s .  The salon 
under study experienced prop f a i l u r e  once while  the researcher was 
there .  Hot water was used up by the other tenants of the bu i ld in g  in 
which the salon was s i tu a ted  and the s t y l i s t s  had to inform th e i r  
c l ie n t s  that  they could e i th e r  have th e i r  ha ir  washed in cold water or 
not washed at a l l .  The s t y l i s t s  were embarassed and angry with  th is  
occurrence because they f e l t  i t  r e f le c te d  badly upon themselves. What 
they did to a l l e v ia t e  th e i r  r es p o n s ib l i ty  was to blame the landlord for  
not having a hot water tank that  was big enough to supply the e n t i re  
b u i ld in g .  Nevertheless they were embarassed by th is  and f e l t  i t  
disrupted th e i r  rout ine  and performance. Another form of embarassment 
fo r  s t y l i s t s  is when they lose control of a prop. Th is  occurs, for  
example, when they drop th e i r  scissors during a h a ir  c u t t in g  encounter.  
S t y l i s t s  fee l  a lack of s i tu a t io n a l  control when th is  happens in f ro n t  
of a c l i e n t .
The stage and i t s  props are important to the impression the 
s t y l i s t s  want to convey. The e x te r io r  of a salon w ith  i t s  signs and
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ornamentations index the social s e t t in g .  We know that barber shops are 
indexed by the barber-pol e , doctors' o-f-f ices w ith  th e i r  name on sign on 
the door. The same is true o-f most salons. The ir  e x te r io r  decor is 
unique to them. The in t e r io r  of the salon is more s o c ia l ly  s p e c i f ic .
You now can see the s t y l i s t s  at  work. The too ls  of the trade are there 
to frame the euent. They are not only used fo r  t h e i r  impressive
function but fo r  u t i l i t y  purposes. Some of the props l i m i t  in te rac t ion
as is the case w ith  the p la s t ic  sheet they put over the c l i e n t .  Also 
the props index social meaning and the d e f in i t io n  of the s i tu a t io n .
To summarize the f in d in g s ,  s t y l i s t s  use s t ra te g ie s  fo r  minimizing  
customer disappointment, and in some cases for  in f luencing the 
customer's l i k i n g  of the assigned ha ir  s t y l e .  Through the use of  
customer t y p i f ic a t io n s  the s t y l i s t  is able to create the r ig h t  
impression. The impression management is both verbal and v is u a l .  
V e rb a l ly  the s t y l i s t  must be able to keep a conversation f lowing with  a
c l i e n t .  Usually these conversations are unique to that  c l i e n t .  One
reason for  th is  is that most c l i e n t s  are w i l l i n g  to ta lk  about 
themselves. But as was stated before ,  i f  the s t y l i s t  wants to gain the 
lo y a l ty  of h is  customer, he or she must give information about 
themselves. This information tends to be. in the form of de f in ing  what 
th e i r  p a r t ic u la r  h a ir  c u t t in g  s ty le  is and at times personal things l ik e  
i f  they are married,  have c h i ld re n ,  and where they went on th e i r  
vacation.
V is u a l ly  the s t y l i s t s  must keep up th e i r  appearance. One of the 
interviews was done during a ha ir  c u t t in g  session that one s t y l i s t  was 
performing on another one. They are very aware of s e l f  presentation  
through clothes and h a i r  s t y le .  The ir  salon is also an expression of
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s e l f .  I t  always has to be kept clean and arranged. Pau l 's  job is to do 
ju s t  th a t .  Decor is also important. In a way they are s e l l in g  an 
image. This image must be appealing to the c l i e n t s .  I t  is  much 
d i f f e r e n t  than the corner barbershop where the in t e r io r  is  bland and 
sparse. This s ty le  o-f ha ir  salon expresses i t s e l f  through the decor as 
well  as through the people who work in i t .
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CONCLUSIONS AND SUMMARY
This study was an examination o-f a p a r t ic u la r  occupational group, 
ha ir  s t y l i s t s ,  using a visual socio logical  o r ie n ta t io n  as an a u x i la ry  
method to c o l l e c t ,  analyze and present data .  The - f i rs t  goal o-f th is
study was to ethnograph i cal 1 y describe the everyday li-fe o-f ha ir
s t y l i s t s  w ith in  a ha ir  salon. The purpose in describing the working 
l i -fe o-f ha ir  s t y l i s t  was to examine in te rac t ion  s t ra te g ie s  and customer 
typ i- f ica t ion  prac t ices  that  s t y l i s t s  used in th e i r  performances to 
develop a loyal c l i e n t e l e .
Erving Goffman's <195?) dramaturgical approach provides the general 
-framework -for the study. Hair s t y l i s t s ,  l i k e  other occupations, must 
r e ly  upon presenting themselves in the best possible l ig h t  i-f they are 
to stay in business. Impression management takes on the -form of a 
performance which involves the u t i l i z a t i o n  of expressions given and 
given o f f  <Goffman, 1959: 2 ) ,  information seeking, props, appearance, 
regions and team work (Lauer it Handel, 1983: 134).  These concepts were
used as s e n s i t iz in g  concepts (Blurner, 1969: 148).
A second goal of the research was to determine the usefulness of 
visual sociological data by the c o l le c t io n  of some visual m a te r ia l .  The 
visual methodological o r ie n ta t io n  was not only intended to provide data,  
but as a way of determining how th is  data could be analyzed and 
presented. Both visual and verbal data gathered on the h a ir  s t y l i s t ' s  
occupation and se t t in g  were scru t in ize d  fo r  socio logical  content.
81
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Comments and Recommendations Perta in ino  to the Hair  S t y l i s t s
The overal l  -findings that emerged -from th is  study were as fo l lows:
1) Hair  s t y l i s t s  have developed s t ra te g ie s  fo r  minimizing c l ie n t  
disappointment which supports the s t y l i s t ' s  ro le  competence.
2) As a re s u l t  of being able to minimize disappointment, s t y l i s t s  are 
able to maintain a loyal c l i e n t e l e .
3> These s t ra teg ie s  emerge out of c l i e n t / s t y l i s t  encounters. S t y l i s t s  
i d e n t i f i e d  several types of c l ie n t s  and how they must deal with each 
type of c l ie n t  in minimizing disappointment.
4) I t  was found that new customers are the hardest to deal with  because 
the s t y l i s t s  must use more extensive s t ra te g ie s  fo r  gaining t r u s t .  
Regular c l ie n t s  are not as problematic as new customers la rg e ly  because 
t ru s t  has been developed. However, the s t y l i s t s  must s t i l l  maintain  
th e i r  s t ra teg ie s  for  minimizing c l i e n t  disappointment with regular  
c l i e n t s .  U i th  f i r s t  time customers s t y l i s t s  have to provide th e i r  own 
favorable d e f in i t io n  of s i tu a t io n ,  much of which is provided by the 
environment of the salon, and gain the new customer's pos i t ive  
d e f in i t io n  of the s i tu a t io n .  This was revealed by the s t y l i s t s  
role-detachment behavior. U ith  new c l i e n t s ,  ro le  detachment behavior  
was not as great as i t  was with regular  c l i e n t s .  Role detachment was 
determined by the topic of conversation that s t y l i s t s  engaged in with  
th e i r  c l i e n t s .  For example, w ith  new c l i e n t s  s t y l i s t s  ta lked more about 
ha ir  and with regular  c l i e n t s  they ta lked about weddings, food, personal 
re la t io n s h ip s ;  things that do not have anything to do with h a i r .
5) Role performance is  a part  in the overa l l  in te ra c t io n ,  but the 
s t y l i s t ' s  a b i l i t y  to properly  id e n t i f y  and assign appearance to others  
is important as w e l l .  Also involved in th is  is the s t y l i s t ' s  a b i l i t y  to
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minimize customer dissappointment. S t y l i s t s  id e n t i f y  and assign an 
ideal appearance to customers based on three types of information that  
is gleaned through in te rac t ion  with the c l i e n t  -  the c l i e n t ' s  i n i t i a l  
appearance, social group and c l i e n t ' s  p a r t ic u la r  ha ir  type. I t  must be 
noted that the s t y l i s t  w i l l  never ju s t  assign a h a i r  s ty le  to a c l i e n t .  
The s t y l i s t  w i l l  also negotiate w ith  the c l i e n t  about the choice of ha ir  
s ty le  using verbal and/or visual descr ip t io n .  The a b i l i t y  to assign 
ideal appearances to others does not n a tu r a l ly  ensure that the others  
w i l l  be s a t is f i e d  and agree with the outcome. To achieve th is  s t y l i s t s  
u t i l i z e  process s t ra te g ie s  in assigning h a i r -c u ts  to c l i e n t s .  At f i r s t ,  
c l ie n t s  are made to look less than appealing, but are then b u i l t  up 
v is u a l ly  and v e rb a l ly  throughout the encounter.
6) Precautions taken against customer disappointment are: a) tear ing  
down, b) g u i l t  by appearance, c) s h i f t in g  r e s p o n s ib i l i t y ,  d) t ra in in g  
the c l i e n t ,  e) complimenting and f )  fo re ca s t in g .  In the i n i t i a l  stages 
the c l i e n t  appearance is degraded ph ys ic a l ly  and v e rb a l ly  by the 
s t y l i s t .  The s t y l i s t  is assigned a costume that  s t r ip s  him or her of 
s e l f  associated with appearance. The c l i e n t  is  then to ld  during th is  
stage that h is  or her h a i r  has grown and is in need of s t y l in g .  
R espons ib i l i ty  fo r  maintenance of th e i r  appearance is then s h i f te d  from 
the s t y l i s t  to the c l i e n t .  Once the ha ir  is  cu t ,  they are complimented 
on th e i r  new appearance by the s t y l i s t  and other s t y l i s t s  w i th in  the 
ha ir  salon. As a f in a l  precaution,  the s t y l i s t s  forecast  how long i t  
w i l l  take fo r  the ha ir  s ty le  to look i t s  best .  They are in e f fe c t  
"eased" into the new ha ir  s t y le .
7) In the course of carry ing out the h a i r  s ty l in g  process the s t y l i s t  
fu r th e r  t y p i f i e s  c l i e n t s .  S t y l i s t s  id e n t i f i e d  the fo l low ing  types of
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c l ie n t s :  new customers, w a lk - in s ,  regu lars ,  (some of whom are
considered pre ferred  c l i e n t s ) ,  infrequents,  and troublesome c l i e n t s .  As 
a re s u l t  of these customer t y p i f i c a t io n s ,  c e r ta in  aspects of the 
s tra te g ie s  are emphasized. For example, w ith  regular  c l ie n t s  the 
s t y l i s t s  have developed re la t io n s h ip s  and because of th is  no longer need 
to employ forecast ing  or ha ir  care techniques. The type of c l i e n t  w i l l  
determine how much the s t y l i s t  has to perform. Troublesome c l i e n t s  are 
one type that the s t y l i s t s  feel  they could do w ith o u t .  These customers 
often challenge s t y l i s t s "  d e f in i t io n s  of the s i tu a t io n  w i th in  the salon.  
In doing so they make s t y l i s t s "  job more d i f f i c u l t .
8) C l i e n t ' s  presence influences where performances take place w ith in  
the salon. The performance area was i d e n t i f i e d  as the f ro n t  region.  
Regions are contingent upon the presence of c l i e n t s  or in some cases on 
physical environment, e . g . ,  basement. I f  c l i e n t s  are present,  s t y l i s t s  
are performing in most cases in the f ro n t  reg ion .  When a c l i e n t  is not 
present the s t y l i s t s  e x h ib i t  back region behavior.  Some c l i e n t s  are 
allowed into th is  reg ion .  These c l i e n t s  are regulars  to whom s t y l i s t s  
fee l  c lose.  The back region is also a place where s t y l i s t s  can re lax  
and be with other members of the team. I t  al lows them "time out* from 
the a c t i v i t i e s  at hand.
9) Teamwork is also important in mainta in ing the d e f in i t io n  of the 
s i tu a t io n .  The task is multidimemtional in that  i t  involves the task of 
cu t t in g  h a ir  and secondly minimizing customer disappointment.  Team 
members assis t  each other with both these tasks. S t y l i s t s  would 
occasional ly  help other s t y l i s t s  maintain the d e f in i t io n  of the 
s i tu a t io n  by, "easing in ” the other s t y l i s t s "  c l i e n t s .  This was done by 
complimenting the other s t y l i s t s "  c l ie n t s  about th e i r  ha ir  s t y le .  Or by
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other s t y l i s t s  re in fo rc in g  the c l i e n t s '  impression that th e i r  ha ir  was 
in need of improvement.
10) Props influence and add to the performance as w e l l .  M ir rors  play  
an important ro le  in the "minimizing disappointment phase” . The hand­
held m irror  is used to fu r th e r  manipulate the customer into accepting  
his or her new s t y le .  The f u l l  length m irrors  were found to f a c i l i t a t e  
communication between s t y l i s t s  and c l i e n t s  by perm it t ing  them to see 
each other without a c tu a l ly  phys ica l ly  fac ing  each o ther .  Props can 
also be a source of embarassment, fo r  props may f a i l  or not be managed 
proper ly .  They may give o f f  the impression that the s t y l i s t  is  not able 
to control an integra l  part  of h is  or her performance.
11) Status in a ha ir  salon appears dependent upon how large a c l i e n t e le  
a s t y l i s t  has and is able to m ainta in .  I t  is revealed by other s t y l i s t s  
showing deference to the higher status s t y l i s t  and ass is t in g  him/her 
more often in h is /h e r  work. I f  a s t y l i s t  has a small c l i e n t e le  he or 
she can be expected to hold a lower s ta tus  w i th in  the salon and not 
receive as much help from other s t y l i s t s .
Touching plays an important ro le  in the h a i r  salon. Future 
research on ha ir  salons could explore the implicat ions that touching has 
on the s t y l i s t / c l i e n t  r e la t io n s h ip .  I t  would be in te res t in g  to see i f  
touching is part  of the s t ra te g ie s  that  s t y l i s t s  use on th e i r  c l i e n t s .
The s t ra te g ie s  used and t y p i f ic a t io n s  made by s t y l i s t s  can be 
applied to other occupations. In a more general ized way, exploring how 
s t y l i s t s  maintain loyal customers can generate theor ies  about how people 
maintain re la t io n s h ip s .  "By drawing comparisons and contrasts across 
s e t t in g s ,  we not only a r r iv e  at a r ic h e r  understanding of each s e t t in g ,  
but of s im i la r  processes in a wide range of sett ings" (Prus, 1985c: 16) .
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And Prus <1985c: 16) s ta tes  -further that  by developing the area o-f 
generic sociology, we maximize conceptual development.
Two concepts that  were used in th is  research dea lt  with  
transformation of id e n t i t y  by others.  The f i r s t  generic concept used in 
th is  research was cooling out.  In Cooling Out the Mark. Goffman 
considers "the social process by which transformations in self -concept  
and social ro le  are consciously and d e l ib e r a t e ly  f a c i l i t a t e d  by others  
(Goffman in Rose, 1 9 6 2 :4 8 2 ) .” In i t  he d e t a i l s  how the *mark” is helped 
by the 'confidence man” to accept a loss of se lf -concept or social  r o le .  
The "mark" is cooled out by the "confidence man". A somewhat s im i la r  
process occurs in the ha ir  salon where the c l i e n t  is 'eased into* a new 
s e l f - i d e n t i t y .  The s t y l i s t  f a c i l i t a t e s  the c l i e n t ' s  new s e l f  id e n t i t y  
and does so by using s t ra te g ie s  for  minimizing customer disappointment  
in the new ha ir  s t y l e .  This s tra tegy  also de-fuses po ten t ia l  anger 
direc ted  toward the s t y l i s t  by the c l i e n t  as a re s u l t  of assigning a 
id e n t i t y  that was f e l t  to be unacceptable.
The second generic concept used was G a r f in k e l 's  status degradation 
ceremonies. Status degradation ceremonies r e f e r  to transforming an 
in d iv id u a l 's  to ta l  id e n t i t y  into a lower id e n t i t y  (G a r f in k e l ,  1956:
420) .  He also s tates  that  ” there is no soc ie ty  whose social s tructure  
does not provide, in i t s  rout ine fe a tu re s ,  the condit ions of id e n t i t y
i
degradation” . U i th in  the h a ir  salon a r i t u a l  somewhat s im i la r  to status  
degradation ceremonies was r e fe r re d  to as " tear ing  down” and ” g u i l t  by 
appearance*. In these two stages the ind iv idual  is p h ys ica l ly  and 
v e rb a l ly  lowered in appearance, which is part  of one's s e l f  id e n t i t y .  
Where the s i m i l a r i t y  ends is that  the c l i e n t ' s  id e n t i t y  is then b u i l t  up
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
87
by the s t y l i s t  in the complimenting and -forecasting stages. The c l i e n t  
does not su-f-fer -from permanent s tatus  degradation Gar-finkel theor izes .
Comments and Recommendations on Visual Methods in Sociology
The visual method adds an important dimension to socio logical  
research. Seeing the environment that  people l i v e  and work in is  
important to our understanding o-f i t .  Ule gain ins ight  in to  the working 
condit ions which often influence in te ra c t io n ,  as in a auto p la n t .  The 
in te rac t ion  w i th in  the ha ir  salon could be documented and used fo r  la te r  
analysis  and i l l u s t r a t i o n .  Although, the visual method could not help 
to explain behavior,  i t  could document i t  and be used in the interv iew  
process.
The photographs were used as an inventory of people, places and 
th ings. From these photographs s a l ie n t  elements were analyzed fo r  th e i r  
content.  The photographs were an important aspect of the interviews  
that  were conducted. S t y l i s t s  were able to describe the elements that  
were in the photograph and from th is  a development of customer 
t y p i f i c a t io n  was made.
The process of taking photographs is important.  F a m i l i a r i t y  with  
the actors and the s e t t in g  was establ ished and a systematic schedule was 
prepared, guided by the general theo re t ic a l  framework and previously  
established f a m i l i a r i t y  w i th in  the s e t t in g .  I t  was found that  
photographs which were taken without any knowledge of the people and 
s e t t in g  were l im i te d  in th e i r  usage. For the researcher /ana lyst  had 
very l i t t l e  to base h is  in te rp re ta t io n s  on. Photographs that  were 
grounded in a knowledge base of the people and s e t t in g  were most u s e fu l .  
The researcher became aware that photographs contained information that  
was unnoticed u n t i 1 they had been c a r e f u l l y  examined several times. The
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photographs also could be used and re la te d  to d i f f e r e n t  contexts w ith in  
the t e x t .
Recommendations -for -further research involving the use o-f visual  
methods would include: 1) comparing p h o t o - e l i c i t a t i v e  interviews with
other types of interviews for  the d i f f e r e n t  kinds of content that may be 
extracted:  2) developing a recipe and/or standard fo r  system atica l ly
using and analyzing photographs: and as a r e s u l t  of these e f f o r t s ,  3)
incorporate more photographs in socio logical  research.
What we can conclude from the research is that  s t y l i s t s  u t i l i z e  
s tra teg ie s  for  minimizing customer disappointment and as a re s u l t  
maintain a loyal c l i e n t .  S t y l i s t s  also gain ro le  c r e d i b i l i t y  in th is  
process. The photographs that were incorporated into the f ind ings  and 
analysis  were used to document and i l l u s t r a t e  events and behaviors that  
were common w i th in  the salon. I t  was my in tent ion  to show that  
photographs can contr ibute  to sociology, by using them in the 
conceptual iz ing ,  ana lys is ,  in te rp re t in g ,  and communication of re s u l ts  in 
the socio logical  research process.
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The -following are verbatim t ra n s c r ip ts  -from the photo-el ic i  ta t iv e  
interv iews.
Photograph #16 in appendix
Bev-1 can see Mrs. B. L a r ry 's  working on her.
Guy-You use the m irror  to show them the back o-f th e i r  head.
B-Yes, di-f-ferent angles.
G-For them to throw there p ro jec t io n .
B-Yeah other than -from looking head on. I t  l e t s  them get a di-f-ferent 
v i ew.
Carl <interviewer)-Does i t  make them l ik e  i t  more?
L-Yes. Many times. Yeah because they don't  see the overa l l  view -from 
the -front.
B-How much ha ir  do you have on the -front?
G-This is what the image is going to show you a three dimensional 
view. You see the side and back.
B-Pro-files are n ice .  People can see the back o-f th e i r  head.
C-Do people want to do that?
B-Some do and some d o n ' t .  Some w i l l  w i l l  say they t ru s t  you and thats  
a compliment.
C-Are those the regulars  that  usual ly  do that?
G-Yes most o f ten .  Regular people I don't  give a m ir ro r  to often to 
anymore. Unless they have been on a big job a colour or perm a new 
look i f  i t s  ju s t  maintenance no.
Photograph #15 in appendix
C-Are a l l  the products l ined  up to make things look r e a l l y  good?
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B - i l t ' s  ju s t  there so you can grab what you need.
G I i t  displays an order of sense to i t .  B as ic a l ly  is the more 
frequent ly  used products are close to the f r o n t .
C-Like the scissors and the c l ip s .
G-Yah always.
C-And the other s t u f f  ju s t  when you need i t .
G-Yah spray on the outside the j e l l  and the mousse as the trends.  
C-These are your too ls .
G-Uhat do you mean by trends?
G-Mousse r ig h t  now and j e l l  are up f ro n t  and sprays and s e t t in g  
lo t ions  are fu r th e r  back.
C-Would that be fo r  old lad ies  sprays and s t u f f  l i k e  th a t .
G-Oh no not so much l ik e  that fo r  today.
B-But s t i l l  more older lad ies  tknow how to use that  and are more used 
to using spray. The younger kids seem a f r a id  to use i t .
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